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Abstract
Movie enterprises are increasingly relying on producing new derivations, such as remakes and sequels, of
already successful films. These new derivations are labelled as cinematic derivations in this study.
Although these films are expected to be safe investment options, exploring user-generated data on social
media platforms, such as YouTube channels, illustrate that there is a proportion of movie viewers who are
strongly dissatisfied with and therefore reject such cinematic derivations. These viewers usually have a
high respect for the original titles of such new derivations and use nostalgia to defend their favourite
original versions. This thesis explores the reasons behind the rejection of cinematic derivations,
particularly by older consumers who loved the original movies.
In order to achieve this aim, a theoretical framework was developed using six theories. Three theoretical
lenses, namely autobiographical obsolescence, self-identity conflict, and contamination memories as
assets were used to explore the reasons behind the rejection of cinematic derivations whereas ontological
security, self-continuity, and life story narrative were the theoretical underpinning which contributed to
all the three theoretical lenses. These frameworks were examined through a qualitative exploratory
research that included 19 interviews with appropriate participants. The textual data were then interpreted
using NVIVO 12 software to find out whether the theoretical explanations, which were suggested in the
framework, could elaborate on the negative reaction of consumers to the cinematic derivations of their
favourite films. The findings of this study indicated that cinematic derivations could jeopardize viewers’
narrative identity and cause self-threat. Cinematic derivations, as the sources of such a self-threat, need to
be rejected so that viewers can bolster their sense of self. Apart from the theoretical reason behind the
rejection of cinematic derivations, the findings of this study illustrated that there were some elements,
recognized as ameliorating factors, that could be utilized to increase the chance of acceptance for
cinematic derivations. These ameliorating factors were used to provide a set of recommendations for
movie enterprises so that they could reduce the chance of rejection for their cinematic derivations. The
findings of this study also illustrated that nostalgia is a multi-facet construct that cannot be explored
properly through reductionist experimental approaches.
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List of Names or Abbreviations
Adaptation: the transfer of a book to a movie.
Allusion: a mixed lot of practices including quotations, the memorialization of past genres, the reworking
of past genres, homages, and the recreation of ‘classic’ scenes, shots, plot motifs, lines of dialogue,
themes, gestures, and so forth from film history.
Ameliorating factor: factors which increase the chance of acceptance in cinematic derivations.
Autobiographical obsolescence: the notion of experiencing disconnections in memories of
autobiographical past and present.
Computer generated imagery (CGI): the application of computer graphics to create or contribute to
images in art, printed media, video games, simulators, computer animation and VFX in films, television
programs, shorts, commercials, and videos.
Cinematic derivation: a generic term to refer to a new derivation, as a film, of a pervious source material
whether the material is a book or another film.
Franchise: a group of movies that share a fantasy world.
Homage: the notion of paying respect to other films in a new movie (in the context of movies).
Life story narrative/ narrative identity: individuals’ tendency to shape their identity into a narrative in
which the self is the author and narrator of the events of life in a narrative format.
Nostalgia: sentimental yearning for the lived past.
Ontological security: the need to have a sense of past which is meaningful, real, and temporally
continuous.
Prequel: a new movie which tells the story of what has happened before another movie’s storyline.
Reboot: a try to give a new beginning for the series of related films and recreate the film world from
scratch.
Remake: a new movie which uses an earlier movie as its main source material, rather than returning to
the earlier movie's source material, or using original content.
Reminiscence bump: the tendency of to remember events from the second and third decades of life in
order to maintain a stable sense of self.
Rejection: the act of pushing someone or something away. In the context of this study, rejection refers to
the act of one pushing cinematic derivations of one’s favourite films away. Although this can have
different depictions, including not watching or disliking the new derivations, talking negatively about the
derivations with others, or even review bombing the new derivations. This study only uses rejection to
refer to the notion of not watching or disliking cinematic derivations.
Self: a person's essential being that distinguishes them from others, especially considered as the object of
introspection or reflexive action.
Self-continuity: individuals’ need to maintain a constant sense of existence through time.
Self-threat: a threat to the self-identity that occurs when one is exposed to information (internal or
external) that negatively impacts one’s view of oneself.
Sequel: a new movie where the storyline takes place after that of the previous movie.
Spinoff: a new film which focuses on different aspects of an original storyline with more details.
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Volitional reconsumption: consumers’ tendency to consciously pursue consuming prior fond
experiences again.
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Chapter 1
Introduction
There has been a tendency among movie corporations to produce new derivations of already proven successful
movies. These derivations can be remakes, reboots, prequels, sequels, spinoffs, adaptations, and additions to
franchises. Apparently, Hollywood has run out of brilliant original ideas. A Star Is Born and Mary Poppins are
just two of the latest examples of cinematic derivations screened in 2018. According to the IMDb website, 46
sequels, reboots, and remakes were produced in Hollywood in 2018 alone (Alkhed 2018). This number might
not appear to be significant in comparison with the 874 movies released in America in 2018. However, this
proportion of produced films is considerable when the high budgets of such films are recognised (Ruth 2018).
Although the COVID-19 outbreak might have created a negative approach towards staying in a confined area,
such as movie theatres, corporations’ propensity to produce cinematic derivations is not significantly affected by
the pandemic. More than 50 cinematic derivations are planned to be released in 2021 (Aronson 2020). Since
these new derivations account as an important proportion of products in the cinema industry, it is important to
have a close look at the reasons behind their success and failure.
The movie industry is recognised as one of the largest entertainment industries in the world. The global box
office revenue has been almost doubled since 2005. Statistics show that movie industry generated more than
US$42 billion in 20191 (Watson 2020b). Other major movie industry sectors, such as India’s Bollywood, also
generate significant turnovers. The Indian movie industry has generated INR125 billion, equivalent to US$1.7
billion, in 2019 (Keelery 2020). According to the Hollywood Reporter, 76 percent of population in North
America had been to cinema at least once in 2019 (McClintock 2020). This rate is a little lower in Australia as
68 percent of Australians had been to cinema at least once in 2019 (Screen Australia 2020). Online streaming
services, such as Netflix and Amazon Prime, are also other platforms that generate revenues for movie
enterprises. For example, Netflix has more than two hundred million paid subscribers all around the world by
the end of April 2021 (Stoll 2021). Beside the annual turnover, the movie industry is one of the biggest job
markets in the world. Four hundred and fifty thousand people are employed in the motion picture industry in the

1

Since a major environmental factor, the Covid-19 outbreak, has impacted global economy in 2020, statistics
for the year 2019 are chosen to depict a holistic overview of movie industry in a normal circumstance. However,
it is noted that Covid-19 has resulted in an increase in streaming service usage such as Netflix.
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United States alone (Watson 2020a). Hence, exploring the reasons for success and failure of products in such an
important industry is relevant for marketing studies.
Apart from the relevance of studying success and failure factors of cinematic derivations for the movie industry,
studying movie consumption is useful as it opens new insights into what it means for individuals to consume a
motion picture. The notion of a meaningful life has changed significantly over the last decades. Traditional
sources of life meaning, such as family and religion, have lost their importance and individuals are more
inclined to follow hedonic practices to make their lives meaningful (Areni 2019; Ewert et al. 2020).
Consumption lies at the centre of this hedonic journey as most of hedonic practices are considered as a type of
consumption, mainly experiential consumption (Tasci & Milman 2019). Watching movies is also considered as
a hedonic consumption experience (Hirschman & Holbrook 1982). Hence, movies, including cinematic
derivations, are likely to be among the consumption items that individuals consume as a part of their hedonic
journey. Moreover, consumption has a symbolic function to enhance the sense of life meaning in consumers
(Sorensen & Thomsen 2005). Watching films can result in such a function and enrich viewer’s notion of
meaningful life (Geraghty 2006). Thus, rejection of cinematic derivations might result in not only financial
failures for movie enterprises but also existential problems for movie consumers.
Cinematic derivations are based upon the notion of transtextuality, which refers to the elements connecting a
certain text to other texts (Quaresima 2002). As it is depicted in Figure 1, which is designed by the author of this
thesis, there are seven different types of cinematic derivations in which the text of the new derivation is linked
to an original text source. Although prior studies have recognised some of these different derivations to be
similar to each other, this study differentiates between seven derivations. For example some scholars have
identified remakes to be a type of adaptation (Hutcheon 2012), but these two types of cinematic derivations are
considered to be different in this study.
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Cinematic Derivations

Adaptation Franchise

Prequel

Remake

Reboot

Sequel

Spinoff

Figure 1 cinematic derivations taxonomy
The first type, adaptation, refers to the transfer of a book to a movie. For example, The Remains of the Day
(Ivory, 1993) is an adaptation of a book with the same name by Kazuo Ishiguro. In the second type of cinematic
derivation is the franchise, where the new movie shares a certain fictional world with some other films. An
example of a franchise would be Marvel world. The third type, prequel, is a new movie which tells the story of
what has happened before an original movie’s storyline. An example for a prequel is Red Dragon (Ratner, 2002)
whose storyline takes place prior to that of its original movie, The Silence of the Lambs (Deme, 1991). The
fourth type, remake, refers to a new movie which is very similar to a prior, and usually successful, original title.
Similar characters and stories are shared between a remake and its original version. An example for such a
cinematic derivation is Cape Fear (Scorsese, 1991), which is a redo of an original movie with the same name
(Thompson, 1962). Unlike remakes, reboots, the fifth type of cinematic derivations, bear less resemblance to the
original title with regards to characters, plotlines, and backstories. Reboots try to give a new beginning for the
series of related films and recreate the film world, without necessarily following an existing storyline. Reboots,
unlike remakes, do not try to remain loyal to the original source although they might have some shared elements
such as their name. The similarity between a remake and original title is way more significant than the similarity
between a reboot and its original title. An example of such a reboot is Casino Royale (Mendes, 2006) which
goes back to the beginning of the story of the main character, James Bond (007), but it is not related to the
previous films of the franchise. The sixth type, sequel, is a new movie whose storyline takes place after that of
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its original movie. For example, Mary Poppins Returns (Marshal, 2018) is a sequel for the classic, Mary
Poppins (Stevenson, 1964). In the last type, spinoff, the cinematic derivation focuses on different aspects of an
original storyline with more details and some of the secondary characters become the main ones. An example of
a spinoff is X-Men Origins: Wolverine (Hood, 2009) which is a spinoff for X-Men (Singer, 2000). In all of these
different types of cinematic derivations, the connection between the original movie and the cinematic derivation
is highlighted and used as a competitive edge to attract consumers.
Cinematic derivations can be accused of being substandard, insincere, and/or pointless copies of cherished
classic pieces of art which are produced to exploit an already successful film (Francis Jr 2013; Lizardi 2010).
Some critics have blamed cinematic derivations as being the representations of a lack of creativity and
originality (Conrich 2010; Mazdon 2000). The negative reaction towards cinematic derivations is not confined
just to critics, as fans have also demonstrated their dissatisfaction with the emerging wave of producing new
derivations of popular films (Mee 2017). Despite all of the criticism, cinematic derivations are produced across
a wide range of genres.
Cinematic derivations account for a major proportion of financially successful films. All of the top ten grossing
movies of 2019 in America were some type of cinematic derivation (Loria & Pahle 2020). Two of them,
Aladdin (Ritchie, 2019) and The Lion King (Favreau, 2019), are live-action remakes of classic cartoons. Three
of them, Toy Story 4 (Cooley, 2019), Frozen II (Buck & Lee, 2019), and It Chapter 2 (Muschietti, 2019), were
sequels, whereas four of them namely Avengers: Endgame (Russo & Russo, 2019), Captain Marvel (Boden &
Fleck, 2019), Spider-Man: Far from Home (Watts, 2019), and Star Wars: Episode IX – The Rise of Skywalker
(Abrams, 2019) belonged to franchises. Even Joker (Phillips, 2019), the critically acclaimed movie of the year
which was also on the top ten grossing movies of the year, was a spinoff from the Batman franchise. This shows
the importance of cinematic derivations as a significant section of movie industry for film enterprises.
The notion of producing a new derivation of an already successful movie is not confined to a certain genre.
Examples of cinematic derivations can be found in different genres including action movies such as Total Recall
(Wiseman, 2012) and Robocop (Padilha, 2014), musicals such as Hairspray (Shankman, 2007) and A Star Is
Born (Cooper, 2017), psychological thrillers such as Cape Fear (Scorsese, 1991) and Death Wish (Roth, 2018),
and comedies such as The Ladykillers (Coen brothers, 2004) and 21 Jump Street (Lord & Miller, 2012).
Although some genres, such as sci-fi or action, might appear to be more appropriate for cinematic derivations
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(Bohnenkamp et al. 2015), movies from a variety of different genres have been produced as cinematic
derivations.
Although the number of cinematic derivations has increased significantly in recent years (Linell 2017), it is
naïve to think that producing new derivations of old movies is a recent phenomenon. One of the famous early
examples of cinematic derivations is The Maltese Falcon (Del Ruth, 1931) which was remade twice within ten
years (Verevis 2005). State Fair (King, 1933) was also remade four times within 40 years after its release. This
trend has existed through all the years from the golden age of studios in early 1920s to this day. In a broad
study, reviewing 3490 movies produced between 1940 to 1979, Simonet (1987, p. 161) highlights the tendency
to reuse an already successful script, which he refers to as a “recycled script”, has been quite popular since the
early 1940s. Although it was initially recognised as a conservative and less creative business strategy, building
movie franchises and producing cinematic derivations are now accepted as one of the strategies of big movie
producing companies (Garrahan 2014).
There are both positive and negative views among scholars towards the trend of redoing successful original
films. Some scholars have recognised it as a conservative strategy by movie producers in order not to have to
deal with the uncertainties of an original movie (Kermode 2003), whereas others have accused Hollywood for
exhaustion of new ideas that has forced movie corporations to rely on previously successful experiences
(Eberwein 1998). Another school of thought focuses on the relevance of original movies as valuable brands and
recognises cinematic derivations as a way to use the same brands for other products (Hennig-Thurau & Houston
2019). Although this attempt at brand utilisation is praised by some scholars (Bohnenkamp et al. 2015), there
are others who oppose this view and recognise it as an artistically lazy attempt to market a pre-sold product
(Kermode 2003). Irrespective of how it is perceived, cinematic derivations account as a major part of what many
movie companies produce annually (Linell 2017).
Cinematic derivations might appear to be safe choices for movie corporations, but not all of these new
derivations meet financial expectations. Financial failure is not an odd phenomenon for cinematic derivations
(Quinn 2019). Men in Black: International (Gray, 2019) and The Mummy (Kurtzman, 2017) returned their
budget only through their international sales, since their financial performance in America was significantly
lower than anticipated. Alfie (Shyer, 2004), Basic Instinct 2 (Caton-Jones, 2006) and Ben-Hur (Bekmambetov,
2016) were financial disasters that lost money. The situation was even worse for movies such as Psycho (Van
Saint, 1998) and Death Wish (Roth, 2018). While the original movies were critically praised, these movie
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remakes not only failed at the Box Office but also were slammed for ruining classic films. Since critical reviews
are one of the factors affecting the financial success of films, it is possible that such negative reviews have
impacted the financial performance of these cinematic derivations (Basuroy et al. 2003). Finally, The Alamo
(Hancock,2004), which is a remake of a classic movie starring John Wayne, with the same name, holds one of
the top ranks of the biggest film box office disasters of all time (Mental 2019). All of these examples illustrate
that cinematic derivations are not automatically going to be financially successful. There are some reasons that
motivate viewers to reject a cinematic derivation, despite the connection that it has with an original title.
Viewers, rather than critics or academic studies, reactions to cinematic derivations can be found on social media
platforms such as YouTube.
Viewers, as consumers of cinematic derivations, are no longer passive recipients of information but rather active
generators of it (Stewart & Pavlou 2002). User-generated media, such as YouTube comments, are a way for
consumers to raise their voices and share their consumption experiences with others (Heinonen 2011). Hence,
such user-generated media can be an important resource to understand consumers and their consumption
behaviours (Godey et al. 2016). There are many YouTube channels for classic movies as well as their cinematic
derivations. Examination of the comments posted on such YouTube channels of even financially successful
cinematic derivations show that there are many viewers who have negative attitudes towards these new
derivations. Such consumers usually have a high respect for the original versions of these cinematic derivations
and consider the original movies superior to the new versions. For example, the following is one of the
YouTube comments which indicates how some of viewers have reacted to the live action remake of Aladdin
(Aladdin (1992) - Trailer 2016).
“Somebody please take me back to 1992. When Disney was still magical and 7-year-old me never would
have dreamed that 27 years later Disney would ruin this timeless classic with that live action abomination
masquerading as an Aladdin movie. Hollywood just isn't going to be happy until they've tainted and
ruined everything.”
These comments prove that rejecting cinematic derivations because of the connection that consumers have with
the original version is a real phenomenon. Exploring cinematic derivations, and the factors behind their success,
have received attention from scholars as well (Cuelenaere 2020; Verevis 2005). This study aims to explore why
some consumers reject cinematic derivations of their favourite movies. In order to accomplish this task, this
chapter starts with looking at how cinematic derivations are studied in cinematic literature. Then, it is explained
how such new derivations are explored in the marketing literature. After that, audience reception and
consumption of cinematic derivations are explained. Examples of YouTube comments are provided to
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demonstrate the ecological validity of this study. This chapter closes by showing that available knowledge does
not clearly clarify the underlying reasons why some consumers commonly reject cinematic derivations.

1.1 Cinematic derivations in cinema literature
There are two major approaches towards studying movie consumption and audience research in the cinema
literature. In the first approach, economic factors such as financial performance and product attributes are
considered (Suwarto 2011). Financial performance is evaluated through the production and promotion costs, as
well as the generated revenue (Elberse & Eliashberg 2003). The second approach, however, is related to
psychological and behavioural factors and focuses on issues such as motivation, purchase decisions, opinions,
attitudes, and mood (Austin 1981, 1986; Eliashberg & Sawhney 1994). While the first approach concentrates on
the financial performance of movies, the second approach focuses on consumers as the research subjects. In this
study, the second approach towards audience research is chosen to elaborate why some consumers reject
cinematic derivations of their favourite films.

Among all types of cinematic derivations, movie remakes have received the most attention from scholars
(Verevis 2005). The contemporary movie remake is clarified as an attempt to transfer a pre-existing title through
the individual perspective of a new film maker (Corrigan 2002). There is a debate among scholars whether to
accept a remake as an independently valuable product or to link its value only to the original version. Some
believe that remakes are not new concept creations and their value is solely dependent upon the original source,
and hence they are inferior to the original version (Horton & McDougal 1998). There are also some others who
regard remakes as valuable as the original titles (Forrest & Koos 2002). The first school of thought posits that
the fact a movie is remade shows that the movie has already been dated (Braudy 1998), whereas the second
perspective highlights the economic and cinematic competition between a remake and its original version and
the financial potential that justifies remaking an already existing movie (Leitch 2002). Audiences, however,
have their own evaluation of remakes and they demonstrate such evaluation through purchasing
tickets/subscriptions and leaving reviews/comments, irrespective of how scholars evaluate remakes.
There are three major approaches towards understanding movie remakes including remaking as an industrial
category, remaking as textual category, and remaking as critical category (Verevis 2005). In the first approach,
remaking as an industrial category, remaking is recognised as a business strategy in commercial filmmaking to
provide a safe investment through using copied plots and familiar narratives (Altman 1999; Ellis 2002).
Although there are many American movies that have been remade, Hollywood has also used the remaking of
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successful and popular non-American movies as a strategy to keep its dominance over the global movie
entertainment market (Verevis 2005). Classic European movies, such as Breathless (Godard, 1960), Oscar
winning South American films, such as The Secret in their Eyes (Campanella, 2009), Asian blockbusters, such
as Ring (Nakata, 1998), and Scandinavian thrillers, such as Insomnia (Skjoldbjaerg, 1997), have all been
subjects of such rivalry remaking. In such examples, Hollywood is not only blamed for carbon copying
international aesthetic materials, but also accused of “cultural imperialism” and “terroristic marketing”
(Vincendeau 1993, p. 24). Nevertheless, the financial success of movie remakes are perceived to be more secure
(Hennig-Thurau et al. 2009), although some studies show that remakes, compared to non-remakes, are not
necessarily more successful at the box office but they carry less risk (Bohnenkamp et al. 2015). Risk is already
noted as an important factor in the movie industry (Vogel 2020). The cost of production and advertising, which
are both used in the notion of risk developed in the study by Bohnenkamp and his colleagues (2015), are high in
this industry. Hence, if things go wrong, the consequences can be catastrophic.
Every type of cinematic derivation requires certain characteristics to be consumed. In the case of adaptations,
loyalty to the original story, creative additions such as a character or plot, and the temporal distance between
reading the book and watching the movie adaptation are known to be important success factors (Aurier &
Guintcheva 2014). With movie remakes, consumer awareness of the original movie, the perceived image of the
original movie, and the temporal distance between the original and the remake are important to the consumption
experience (Bohnenkamp et al. 2015). In the case of sequels, the level of similarity between a sequel and its
original version is the main success factor (Sood & Drèze 2006). Consumers’ nostalgic bond with the consumed
item, as well as the quality of the item and the recency of the initial consumption experience, are also recognised
as important factors which increase the chance of success in cinematic derivations (Anderson et al. 2014;
Cervellon & Brown 2018).
Focusing on the industrial pragmatism behind reproducing successful movies, Druxman (1975) identified three
classifications for movie remakes. Disguised remakes are those remakes that do not seek to draw attention to the
original version even though they have updated an existing literary property with minimal changes or retitled it
with a new one. An example for a disguised remake is High Society (Walters, 1956) which is a musical remake
of The Philadelphia Story (Mankiewicz, 1940). In the second category, Direct remakes, it is recognised that the
remake, despite some alterations or even a new title, is based on an earlier product. An example for such a
remake is A Farewell to Arms (Vidor, 1957) which has an original title of A Farewell to Arms (Borzage, 1932).
In the third category, Non-remakes, the title is identical to the original version but the characters and story lines
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are totally different with no reference to the previously screened movies. This type of remake is now called a
reboot. An example for such a remake is Batman Begins (Nolan, 2004). The viability of utilising a successful
storyline, the perpetuity of the purchased copyrights which enables companies to produce more than one version
of a title, and the possibility to introduce new stars or technologies via a pre-sold product are also noted as the
reasons to reproduce an already successful movie (Druxman 1975). The usefulness of Druxman’s framework
enables producers to choose the strategy which will be help audience accept the remake.
Druxman’s framework has been criticised for focusing mainly on the industry pragmatism to produce remakes
(Verevis 2005). This taxonomy pays most attention to the financial benefits of producing remakes. The same
issue is raised by Wyatt (1999) who recognises technological advancements as a reason for movie companies to
remake an original movie. Thanks to these technological advancements, such remakes are expected to do better
in the box office. Using another perspective, Altman (1999) recognises the textual and aesthetic nature of
movies and posits that films cannot be minimised to a common product. Verevis’s second approach, remaking
as textual category, addresses this issue through introducing a triangular relationship between a remake, the
original movie, and the source material that the original movie is used to develop the story.
Recognising remakes as a textual category, Leitch (2002) focuses on the relation between texts, as storylines, in
the original version and the remake. Elaborating four categories in his taxonomy of remakes, Leitch goes
beyond financial reasons and introduce intertextual connections that link movie remakes to their original movies
and the audience. The four categories that Leitch identified are listed in Table 1.
Table 1: Taxonomy of remakes (Leitch, 2002)
Type

Definition

Example

Remake ignores the earlier

Readaptation

cinematic adaptation of the

Cinematic adaptations of Hamlet (Laurence Olivier,

storyline and tends to be more

1948; Tony Richardson, 1969; Franco Zeffirelli,

faithful, comparing to previous

1990).

versions, to the story
Remake tries to compete with the
Update

original text by overtly altering
different parts of the original text

Homage

The BBC version of Sherlock (2010) is an update for
the classic version of The Adventures of Sherlock
Holmes (1984) as it brings the story of the late 19 th
century detective to the 21st century context.

Similarities exist between homage

Obsession (Brian De Palma, 1975) and Shutter Island

and adaptation as both of them refer

(Scorsese, 2010) pay homage to Hitchcock’s Vertigo

to their original text. In homage, the

(1958). The storylines of the films are not connected.
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reference is to show respect to a

However, De Palma and Scorsese show their respect

previous version of the movie

to Hitchcock by using certain elements of Vertigo,
such as specific shots, in their own movies.

Tend to be just like their original
True
remakes

versions only better made. These
remakes claim to be faithful to the
text and better made cinematically

Bob Rafelson’s 1981 remake of The Postman Always
Rings Twice (Tay Garnett, 1946).

comparing to their original version.
The main difference between Druxman’s and Leitch’s taxonomies is that in Leitch’s, the audience knowledge of
original versions is utilisised rather than denied. The intertextual references to the referent movie or source
material is employed to provide a bonus for that part of the audience who will understand such references.
Umberto Eco (1985) refers to such a notion as intertextual dialogue, which is explained as certain points that
only cine-literate audience who have more knowledge about cinema can understand. This is an important issue
since it can affect the audience’s reception of a cinematic derivation when they have prior knowledge of the
original movie. In other words, the intertextual reference can be targeted towards not only cine-literate
audiences, as Eco said, but also everyone who remembers the original version.
In the third approach to remakes, remaking as critical category, the importance of audience knowledge about
films and film makers are recognised (Grant 2003). In other words, a film can be regarded as a remake even
without any commercial or intertextual ties to an original title (Verevis 2005). Contemporary audience
knowledge and critical discourse about films can make people recognise a movie as a remake (Mee 2014). For
example, Unforgiven (Eastwood, 1992) can be considered a remake because its narrative has significant
similarities with the Spaghetti Western movies that Eastwood played in the sixties and seventies. Some
audiences take William Munny, Eastwood’s character in Unforgiven, as Blondie, Eastwood’s character in The
Good, The Bad, and The Ugly (Leone, 1966), who has now aged. This shows that how an audience receives a
film, and their knowledge about cinema, can affect their perception of remakes.
While the second and third approaches to remakes, remaking as a textual category and remaking as critical
category, are mainly focused on the cinematic aspects of remakes, the first category, remaking as commercial
category, concentrates on the commercial aspects of remakes. Scholars in marketing have also shown their
interest in the financial aspect of remakes. The next section addresses how remakes and their commercial
performances are explained in marketing literature.

1.2 Cinematic derivations in marketing literature
10

There are three main research topics to studying films in the marketing literature. In the first research topic,
movies are considered as a useful promotional platform. In this approach, product placement and movie
sponsorship are strategies to promote items (Olson & Thjømøe 2009; Wiles & Danielova 2009). In the second
research topic, movies are regarded as cultural aesthetic products which are predominantly used for hedonic
purposes (Hanich 2011; Holbrook & Hirschman 1982). In the third research topic, movies are recognised as
brands and the characteristics of brands can be applied to them (Kumar & Trivedi 2006). The first two research
topics are unlikely to provide explanations for rejecting cinematic derivations. The first research topic is
basically related to advertising and product placement, and the second one treats movies as just products, albeit
aesthetic ones, and does not focus on the link between the original title and its cinematic derivations. Hence,
when it comes to cinematic derivations, the third research topic is mainly considered. Original films are
regarded as brands and cinematic derivations as brand extensions. Hence, this section takes a brief look at the
notion of movies as brands and cinematic derivations as brand extensions.

1.2.1 Movies as brands
Brand is an important feature of an offering, whether the offered item is a product, service, or experience (Aaker
2012). Brands have different functions for consumers and provide different characteristics for the item they
represent (Orth & De Marchi 2007). The relationship between brand and product is a combination of connection
and separation. Product and brand are two different terms, although they have often been used interchangeably
(Kapferer 2008). The product is usually a tangible object which exists in the external world and can be defined,
assessed, and measured, whereas brand is the intangible added value which augments a product and
differentiates one product from the others (De Chernatony et al. 2010). This distinction is less relevant for
services since they are branded, despite being intangible (Fazli-Salehi et al. 2019). While these two terms are
separate from each other, they are inevitably connected, as a brand cannot exist without a product. Hence, as
Levitt (1983) notes, the functional attributes of a product and the intangible benefits of its brand can both
contribute to what an organisation can offer to its consumers. While there are several different definitions of
brands, due to the importance of the mental associations that brands provide for movie consumers, Keller et al.’s
(2011) definition of brands as a mental association for consumers which enhance the perceived value of the
product, is adopted in this study.

Brands are known to have three different types of benefits including functional/utilitarian, symbolic/expressive,
and experiential/hedonic (Ghodeswar 2008; Keller 2003). The functional benefit of brands refers to the
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performance capabilities of the brand which deliver the added value to the product (De Chernatony et al. 2010).
The functional component of a brand enables consumers to link certain functional characteristics and qualities to
the brand and to expect to receive the same functional benefits in all future purchases of the brand. The
symbolic/expressive benefit, however, signifies the product’s capability to reinforce consumers’ self-image or
demonstrate the desired self-image of consumers to other people (Li 2014). While functional needs of
consumers are addressed in functional benefits of brands, the customers’ self-expression need is satisfied
through symbolic benefits of brands (Bhat & Reddy 1998). The experiential/hedonic benefits refer to what it
feels to consume a certain brand. Sensory pleasure and cognitive stimulation are among the major experiential
benefits that consumers can have (Orth & De Marchi 2007). In a broader perspective, Levitt (1983) argues that
the perception of products is linked to the perceived ability of them to satisfy certain needs in consumers. In that
sense, products provide a package of value satisfaction for consumers which can include any of these benefit
categories. For example, an automobile can satisfy a range of different values for consumers. Safety, status, and
driving convenience can all be parts of this value package.
Movies are regarded as brands in which a combination of brand elements is utilised in order to attract consumers
(Keller et al. 2011). In this sense, different components of films such as stars, technologies, and storylines are
utilised to deliver a final product to consumers. Since films can be considered to be brands, the characteristics of
brands can also be applied to movies. For example, the familiarity that consumers have with a film can be
recognised as brand knowledge (Bohnenkamp et al. 2015). This sense of familiarity plays a major role when a
new derivation of a movie is released. This brand knowledge can facilitate positive reactions toward the
cinematic derivation and result in financial success (Völckner & Sattler 2006). Prior studies show that movie
remakes can be considered as brand extensions of their original titles (Bohnenkamp et al. 2015). Since prior
brand knowledge is regarded as the main foundation of considering remakes as brand extensions, and such a
knowledge is present in other types of cinematic derivations, this notion can be expanded to other types of
cinematic derivations as well. The next section is dedicated to elaborating the notion of cinematic derivations as
brand extensions.

1.2.1.1

Cinematic derivations as brand extension

Brand extension has long been used as a strategy to introduce new products (Tauber 1981). Brand extension
refers to the notion of using an already established brand name in order to launch a new product, either in the
same or a new product category, to the market (Bazaki 2013). When consumers encounter a brand, there are
several associations, such as brand image and product attributes, that come to consumers’ mind (Sood & Keller
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2012; Van Osselaer & Alba 2003). In the case of brand extension, because attributes of the parent brand are
used as the basis to evaluate brand extension (Moreau et al. 2001), consumers can experience the same
associations to the extended brand (i.e., a new product) that they have already experienced with the parent brand
(i.e., the original product). This can decrease the risks involved in launching a new product in today’s ultracompetitive markets (Punyatoya 2013). Research shows that the success rate can be diminished significantly
when consumers are not familiar with a brand name (Hiscock 2002). However, just because a new product is a
brand extension of a popular parent brand does not mean that its launch will necessarily be successful (Pratap
Jain et al. 2020). The high number of failed brand extensions warrants extra caution from companies that want
to use this strategy.

There are several factors affecting whether brand extension can result in a successful new product launch. Some
scholars have identified that, in order to be successful, brand extensions should be conceptually similar to the
parent brand (Aaker & Keller 1990; Bottomley & Holden 2001). The content of advertisements, which are
trailers in the case of movies, as well as the number of times they are shown are also important in a successful
development of an extended brand (Lane 2000). The importance of advertisements is so significant that they can
positively affect the brand extension acceptance even if the extended brand is not very similar to the parent
brand (Bambauer‐Sachse et al. 2011). Attitude towards the parent brand (Aaker & Keller 1990; Boush & Loken
1991), mood (Barone et al. 2000), ownership status (Kirmani et al. 1999), brand specific associations (Meyvis &
Janiszewski 2004; Srivastava & Sharma 2011), consumer involvement, and perceived risk (Liu et al. 2017) are
also among the factors affecting the success of a brand extension. Some of these factors are relevant to the
acceptance of cinematic derivations. For example, the attitude towards the original movie, depicted in liking the
original film, consumer involvement with the original movie, and brand specific associated, depicted in viewer’s
association with the creative personnel of the original film, influence the acceptance of cinematic derivations
(Bohnenkamp et al. 2015; Garlin & McGuiggan 2002). In a broader approach, Volckner and Sattler (2006)
recognise five drives for brand extension success including fit between parent and extended brand, marketing
support, parent brand conviction, retailer acceptance, and parent brand experience.
There is a mutual relationship between the extended brand and the parent brand, in that each can affect the other.
On one hand, extended brands can be accepted faster by those consumers who are already familiar with the
parent brand (Bazaki 2013). The emotional attachment that consumers have with the parent brand is utilised in
favour of the extended brand (Fedorikhin et al. 2008). Brand extensions also enjoy more favourable distribution
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arrangements as there is already an established relationship between the parent brand and distributors (Hiscock
et al. 2002). Positive associations that consumers have with the parent brand can result in decreasing the new
product launch cost as well as lowering the levels of risk in acquiring the new product, which both benefit the
extended brand (Milberg et al. 2010). On the other hand, the parent brand can be reinforced when the extended
brand reminds consumers of the positive image of the parent brand (Jung & Tey 2010). Positive attitude towards
an extended brand can emphasise the importance of the parent brand and result in increasing the sales of other
products of the parent brand (Pina et al. 2010). The importance of the positive mutual impact between the parent
brand and extended brand is emphasised when the brand is viewed as an asset (Aaker 2014). However, this
relationship does not necessarily result in positive outcomes. Extended brand failures can negatively affect the
parent brand and harm brand equity (Pina et al. 2010; Sharon 2010). In the case of failures, the more similar an
extended brand is to its parent brand, the more intense the negative consequences of failure will be for the parent
brand (Bazaki 2013). Such a failure can also impact the overall financial and operational performance of the
company (Xie 2008). The high number of brand extensions, whether they succeed or fail, can diminish the
associated value of the parent brand (McCarthy 1996). Although both the failure and success of extended brands
can affect the perception of the parent brand, the positive impact of a successful brand extension on its parent
brand is more significant than the negative impact of its failure on the parent brand (Heath et al. 2011).
The notion of cinematic derivations is closely linked to brand extension as different types of cinematic
derivations are recognised as brand extensions. Although remakes and adaptations are recognised as brand
extensions of original films (Bohnenkamp et al. 2015), this notion can also be expanded to other types of
cinematic derivations. Just like other extended brands, the reason behind producing cinematic derivations is
known to be the high consumer familiarity and the low level of risk involved with brand extensions in
comparison with other new product developments (Knapp et al. 2014). Adaptation of popular literature is known
to be one type of brand extension which can lead to financial success (Joshi & Mao 2012). However, movie
remakes, as another type of cinematic derivation, are not reported to have the same positive impact on financial
success (Hennig-Thurau et al. 2009). When it comes to cinematic derivations, the lack of similarity between an
original title and its new derivation, once combined with the emotional bond that viewers have with the original
movie, might result in rejection of the cinematic derivation.
Although cinematic derivations are considered to be brand extensions of their original titles, these new
derivations are not similar to other types of brand extensions. In other words, cinematic derivations cannot be
understood like other brand extensions. Rather, the main benefit of movie remakes is known to be a low level of
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risk involved in launching this type of brand extension (Bohnenkamp et al. 2015). Moreover, some studies show
that consumers’ reactions to such extended brands are different than what is reported in traditional brand
extension models. In the case of movie sequels, consumers tend to react more favourably towards those sequels
which are indirectly connected to the parent movie (Sood & Drèze 2006). According to Sood and Dreze’s study
(2006), when it comes to sequels, it is better to emphasise the experiential attribute overlap (e.g., the same
genre) rather than a physical attribute overlap (e.g., the same character) as the indicator of similarity. These
authors also suggest a naming title strategy (e.g., Jumanji: Welcome to Jungle) rather than a numbering title
strategy (e.g., Jumanji 2) for the sequels as the former brings less direct familiarity with the parent movie. This
contradicts the traditional brand extension models where a high perceived similarity to the parent brand is linked
to high level of acceptance in the extended brand (Aaker & Keller 1990).
Remakes are the type of cinematic derivation which is better explored, in comparison with other types of
cinematic derivations, as a brand extension. As extended brands, remakes are known to have two main factors
affecting their success; sensation, which refers to the enjoyment achieved through watching the remake, and
familiarity (Bohnenkamp et al. 2015). Recognised as hedonic products (Hirschman & Holbrook 1982), movies
are chosen by consumers according to the sensation they provide for the audience. In the case of remakes, a
major part of this sensation should be the result of innovations that differentiate a remake from its original
version (Mendelson 2013). Familiarity refers to the similarities between a remake and its original version, which
can decrease the risk of unsatisfied consumption experiences and enhance the enjoyment of watching familiar
characters (Chang & Ki 2005; Green et al. 2004). Considering movie remakes as a type of brand extension, it is
essential to provide both a link to the parent brand, which is the original movie in this case, in order to create
familiarity for consumers, and a distinction from the parent brand which produces the sensation of watching a
new movie (Bohnenkamp et al. 2015). Using the main drives of brand extension success (Völckner & Sattler
2006), Bohnenkamp and colleagues (2015) provide the following contingency model which introduces the
factors affecting the level of familiarity and sensation in movie remakes. These factors are illustrated in Figure 2
below.
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Figure 2: Model of remake effects on movie's success (Bohnenkamp et al. 2015)
As presented in Figure 2, the original movie brand awareness plays a main role in this model. If consumers are
not aware of the original movie, the familiarity aspect will be diminished. However, if a widely known parent
brand, original movie, is chosen, the sensation aspect will be negatively affected, as consumers might perceive
the extended brand to be incapable of providing enough sensation for audience. This is compatible with what is
already explained with regards to the role of similarity between a parent brand and its extension in consumers’
reaction to the brand extension (Sood & Drèze 2006). Hence, there is an inverted u-shape relationship between
consumer’s awareness of the parent brand and the success of the brand extension where the best result can be
achieved when consumers’ awareness of the parent brand is at a medium level.
According to Figure 2, there are three factors contributing to the brand image of the original movie including
image valence, image attributes, and signature image. Image valence refers to the perceived quality of the
original movie. Brand extension studies show that extensions of high quality parent brands are more successful
than those of low quality parent brands (Völckner & Sattler 2006). In movie studies, the same results have been
reported for movie sequels (Hennig-Thurau et al. 2009). However, movie remakes might not follow the same
pattern as consumers might question the legitimacy of remaking a high quality film (Thompson et al. 1994).
Hence, remakes of high quality films are less likely to be successful in comparison with medium and low quality
films (Bohnenkamp et al. 2015). Image attribute accounts for whether a movie can be considered as a timeless
adaptation of a story. Such movies are not appropriate to be remade as the remake might not have much
sensation to add to the original version, whereas there are other movies which can become outdated and are
more suitable for remakes. Horror and action genres are more suitable for remakes as technological
advancements can provide the sensation that the original versions lack (Mee 2017). Those movies whose image
significantly depends on one artist, either an actor or director, are known as signature films (Gelder 2004). Such
movies are not appropriate choices to do a remake if the core artist of the original movie is absent in the remake.
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A famous example of failed signature movie remake is Psycho (Van Sant, 1998). The original Psycho was made
by Alfred Hitchcock in 1960 and has since been recognised as one of the best horror movies of all time. The
remake is almost identical, shot by shot, to the original version. However, it failed drastically.
Similarity and recency account for the two factors of the relationship between the original movie and the
remake. Similarity is a controversial issue. Brand extension studies illustrate similarity between a parent brand
and its extension to be a positive element in persuading consumers (Völckner & Sattler 2006). However, such a
similarity in movie industry has reported to negatively affect consumer attitude toward the extended brand
(Sood & Drèze 2006). Given such a dilemma, remakes are suggested to have certain differences with the
original movie, such as a storyline twist or a new character, in order to be recognised as an extended brand
which is not completely dependent on the parent brand (Bohnenkamp et al. 2015). Recency refers to the
temporal distance between an original movie and its remake. While those sequels and adaptations released
shortly after the original movie/book are financially more successful (Basuroy et al. 2003; Joshi & Mao 2012),
movie remake success is mainly reported for medium-level recency in comparison with low-level and high-level
recency (Bohnenkamp et al. 2015).
Although the above figure provides a good understanding about how remakes work as brand extensions, the
conceptual framework does not account for all of the findings regarding consumer acceptance of cinematic
derivations. For example, while recency is an important aspect in the framework by Bohnenkamp and his
colleagues (2015), there are several occasions when remakes that have been made long after the original film
have been financially successful. This contradicts with the medium-level recency that is suggested for successful
remakes. A famous example of such films is Brian De Palma’s remake of Scarface which came out more than
fifty years after the original. Hence, this thesis will explore new concepts to try to understand why older
consumers who loved original movies tend to reject remakes. While this section illustrates how cinematic
derivations are approached in the marketing literature, the next section is dedicated to the consumers’ reception
of movies and the effects that such consumption provides.

1.3 Consumption of cinematic derivations
Although consumption of movies is already explored, the subjective contribution of movie consumption to
consumers’ lives is not well explained (Wohlfeil & Whelan 2007). When it comes to the movie industry, many
marketing studies are focused on economic aspects such as financial success and the performance of films at the
box office (Hennig-Thurau et al. 2004). In such studies, movie consumption is regarded as consuming a tangible
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product/brand rather than an aesthetic intangible experiential consumption item (Basil 2001). However, there are
important issues which are overlooked in such approaches. Movies are among the cultural products frequently
used in the contemporary world and their consumption can result in psychological benefits (Ulker-Demirel et al.
2018). The effect of consumption in constructing identity projects is intensified as the role of traditional identity
sources, such as family and religion, is diminished in modern society (Thompson 1995). Cultural products, such
as motion pictures, are among the frequently consumed items to construct identities since the markers of class,
gender, race, and nationality are successfully transformed through such cultural products (Kellner 2011).
Memories that consumers have from prior movie consumption experience can also impact their future
consumption intentions (Stragà et al. 2017). Hence, the consumption aspect of watching cinematic derivations
warrants further exploration in the next section.

It follows from the above discussion that consuming movies can include any of the three benefits of consuming
brands (Allrath et al. 2005; Sheykhani et al. 2018). Consumers have certain expectations from a movie when
they go to theatres (Yacavone 2014). Different components of a movie, such as actors, directors, producers, and
studios, have their own roles in creating that expectation. For example, when viewers go to cinema to watch Bad
Boys II, the actors, Will Smith and Martin Laurence, the director, Michael Bay, and the producer, Jerry
Bruckheimer, make consumers expect a comedy/action film. This is the functional benefit of the Bad Boys’
brand. This functional benefit might be different from one consumer to another (Reynolds & Lim 2007). For
example, one viewer might watch such a movie just to kill time whereas another viewer might watch it to laugh.
The symbolic benefit of brands is better demonstrated among ‘intellectual’ movie consumers. Watching movies
made by Andrey Tarkovsky or Jean-Luc Godard is mainly regarded as a symbol of belonging to the ‘elite’
section of society who pay attention to things that ‘common people’ do not. The experiential benefits can
include how consumers feel when they watch a movie, how much they feel connected to the characters, how
much they have enjoyed the storyline, and how satisfied they are with the ending. It signifies that most of the
films that consumers regard as favourite are likely to have symbolic benefits rather than functional benefits. If
such movies are re-watched, they can result in experiential benefits as well. The symbolic benefit of consuming
films can better elaborate why viewers reject the cinematic derivations of their favourite movies. The symbolic
benefits of consuming cinematic derivations contribute to the consumption aspect of cinematic derivations.
Volitional reconsumption is used to explain this consumption aspect.
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1.3.1 Volitional reconsumption
Different types of repeat consumption are acknowledged in marketing literature namely habitual, addictive, and
ritualistic reconsumption (Knight 2000). In habitual reconsumption, consumers regularly repeat a certain
consumption of mundane items, such as food, which can result in cognitive efficacy (Murray & Häubl 2007).
Not much thought, emotion, or time is invested in habitual reconsumption attempts (Wood et al. 2002). In
addictive reconsumption, consumers obsessively tend to consume items which may or may not be undesirable
for them. Such actions might be rewarding in the short term, but they have negative long-term consequences
(Goodman 1990). In ritualistic reconsumption, certain sequence of behaviours are repeated at a predictable
interval (Levy 1999). Going to the church, as well as holidays and birthdays, can be examples of ritualistic
reconsumption. There is usually an element of mystery, symbolism, or religion involved in ritualistic
reconsumption which differentiates ritualistic reconsumption from habitual consumption, although they both
have the repetition and regulatory characteristics (Russell & Levy 2012). Ritualistic reconsumption is mainly
linked to customer loyalty, relationship marketing, and brand equity (Keller & Aaker 1992; Tsiros et al. 2004).
While this array of research is mainly focused on products’ availability and ease of use, it does not say much
about what it means for consumers to reconsume a certain item.

Unlike other types of reconsumption, volitional reconsumption is centred around what it means for consumers to
reconsume a specific item. Such an item may be a specific movie, a specific plot line (remake – e.g., Total
Recall), a specific idea such as a universe (prequel, sequels, spin-offs – e.g., Star Wars or Harry Potter
universes), or a specific character (spin-off, prequel, sequel – Mary Poppins Returns, Luke Skywalker’s
childhood, Avatar II). The term volitional reconsumption refers to consumers’ tendency to consciously pursue
consuming prior fond experiences again (Russell & Levy 2012). Re-watching a movie and re-reading a book are
good examples of volitional reconsumption. In volitional reconsumption, the important element in previous
consumption experiences is their “richness in meaning, depth, and uplifting abilities” (Russell & Levy 2012, p.
354). The deeper meaning that reconsumption carries is the factor distinguishing repeated consumption of
mundane items such as Cokes or Big Macs from that of items such as movies and books. There are no deeper
levels of meaning in repeated consumption of Coke and hence this repeated consumption is not considered as
volitional reconsumption. The definition of volitional reconsumption is further expanded as other scholars
introduce new notions of reconsumption which are not mentioned in the initial conceptualisation. Movie
adaptations of books (Aurier & Guintcheva 2014) as well as remakes, sequels, and prequels (Cervellon &
Brown 2018) are also noted as media through which volitional reconsumption occurs. What needs to be noted is
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that mundane reconsumption attempts such as drinking Coke or eating a Big Mac are not considered as
volitional reconsumption. That is because they lack the richness in meaning and depth, the two elements whose
importance are highlighted by Russel and Levy (2012), that are required for volitional reconsumption. Rereading a book or re-watching a movie has more depth and meaning than eating a Big Mac. However, there
might be certain contexts in which even re-consuming a Big Mac and a Coke can be considered volitional
reconsumption. For example, the reaction of Russian consumers when McDonalds opened their first branch in
Moscow can be noted. For those consumers, eating McDonalds might have worked as a connection with the
notion of belonging to the global village, the thing which contradicted with the predominant communist
ideology of the Soviet Union. Hence, in that context, repeated consumption of McDonalds can show deeper
meanings and, hence, be categorised as volitional reconsumption.
There are five types of volitional reconsumption including regressive, progressive, reconstructive, relational,
and reflexive (Russell & Levy 2012). In regressive reconsumption, a prior consumption is repeated to reexperience a fond memory or to return to a former state. Nostalgic consumption experiences are similar to
regressive reconsumption as such experiences tend to bring back a personally lived past (Wildschut et al. 2006).
In progressive reconsumption, the explicit goal is not to retrieve the past but to move on and build a new future.
There is a learning element involved in progressive reconsumption that can help consumers use their prior
experiences for future references (Russell & Levy 2012). In reconstructive reconsumption, consumers tend to
refresh the memory they have from the objects or experiences they have already consumed. Here, the pleasure
of reconsumption comes from the refurbishment of the memory of an object which matters for consumers; an
object which, along with its importance for the consumer, has nearly been forgotten. In relational
reconsumption, the consumer’s relationships with other people are the focal point, whereas in reflexive
reconsumption, consumers try to have a better understanding about themselves, who they used to be, and how
they have evolved as a person. In relational and reflexive reconsumption, the relationship of consumers with
significant others and their prior selves are recognised respectively (Cervellon & Brown 2018). The ‘self’ aspect
is the dominant facet in reflexive and relational reconsumption. Reflexive reconsumption works as a reminder of
personal lived past and relational reconsumption serves as a remark for social connectedness. Both lived past
and social connectedness can be used to bolster the sense of self (Vess et al. 2012; Wildschut et al. 2006).
There are several benefits associated with volitional reconsumption. Such reconsumption experiences can be as
intense as a new experience and provide consumers with a satisfying experience (Aurier & Guintcheva 2014).
Anticipating similar emotions, consumers who have enjoyed the initial experience tend to go back and relive the
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fond memory through the reconsumption experience (Hume et al. 2007). The reconsumed item can also work as
a catalyst which provides an affective resonance for consumers (Russell & Levy 2012). Volitional
reconsumption can facilitate a refined consumption experience, in that consumers can focus on an aspect of the
item, such as sub-plots in a movie, to which they had not paid enough attention during the initial consumption
experience (Collins et al. 2008). Consumers can also enjoy an existential understanding through reconsumption
as it can create a link between their past, present, and future (Russell & Levy 2012). Consumers attain a deeper
level of awareness about both their own growth and the nature of the consumed object. When reconsumption
occurs through a new medium, like the movie adaptation of a book, it can even be recognised as a novel
consumption experience because different technical features in the new medium can provide a familiar yet
innovative consumption item (Aurier & Guintcheva 2014).
Different individual characteristics can impact reconsumption of media content including movies and TV
programs. Aging is a demographic characteristic which can impact consuming cinematic derivations in two
ways. According to socioemotional selectivity theory (Carstensen et al. 1999), as people age, they tend to
choose those activities which are more emotionally meaningful. Hence, older consumers seek to repeat a
previously positive consumption experience because such experiences are more likely to bring consumers the
sought meaning (Chang et al. 2016). Individual differences in psychological characteristics can also have an
impact on reconsumption. People with status quo bias prefer repeated consumption as such consumers are
already familiar with the content of the consumption experience and, hence, their current status is not at risk
(Samuelson & Zeckhauser 1988). Consumers with a high level of inertia and a low level of variety seeking
tendency are also expected to choose the items they have already experienced (Bawa 1990; Chintagunta 1999).
Engagement, time server, and ascertainment are also motivations for reconsuming prior fond experiences
(Furno-Lamude & Anderson 1992). When it comes to consuming cinematic derivations, these three elements
are proven to be useful. Engagement refers to the emotional satisfaction of consuming cinematic derivations and
is similar to the findings of other scholars such as Russel and Levy (2012). Time server motivation relates to the
notion of consuming cinematic derivations as a way to pass time, while ascertainment motivation accounts for
cognitive satisfaction of, for example, reminding oneself of the media content. This is also similar to the
reconstructive aspect of reconsumption explained by Russel and Levy (2012). This research posits that, although
these factors might facilitate the repeated consumption of movies, volitional reconsumption of movies does not
occur unless the reconsumption has a deeper meaning for viewers.
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Every type of cinematic derivation requires certain characteristics to be consumed. In the case of adaptations,
loyalty to the original story, creative additions such as a character or plot, and the temporal distance between
reading the book and watching the movie adaptation are known to be important success factors (Aurier &
Guintcheva 2014). With movie remakes, consumer awareness of the original movie, the perceived image of the
original movie, and the temporal distance between the original and remake play are important to the
consumption experience (Bohnenkamp et al. 2015). In the case of sequels, the level of similarity between a
sequel and its original version is the main success factor (Sood & Drèze 2006). Consumers’ nostalgic bond with
the consumed item, as well as the quality of the item and the recency of the initial consumption experience, are
also recognised as important factors which increase the chance of success in cinematic derivations (Anderson et
al. 2014; Cervellon & Brown 2018).
Although consuming different types of cinematic derivations is regarded as volitional reconsumption (Cervellon
& Brown 2018; Russell & Levy 2012), there are several factors that current studies regarding volitional
reconsumption do not cover. Three aspects of volitional reconsumption, namely reflexive, relational, and
reconstructive motives, are more likely to explain such a rejection. However, prior studies in which volitional
reconsumption is used to explore the rejection of cinematic derivations have not properly addressed these
factors. For example, issues such as the identity connection between consumers and their reconsumed items,
which is related to the reflexive aspect, and the role of initial consumption experience memories in volitional
reconsumption, which is related to both reflexive and relational aspects, have not been explored in detail. These
factors can be important in understanding why some consumers reject cinematic derivations. Exploring
YouTube Channels, where different viewers engage in discussions about the superiority of their favourite
version of films, help highlight some of the issues that volitional reconsumption cannot explain. Viewers’
opinions, illustrated through comments they post on platforms such as YouTube, can be utilised to study how
consumers view the consumed items (Poecze et al. 2018). Hence, some YouTube comments are used in the next
section to elaborate some of the issues related to rejecting cinematic derivations which have not yet been
explored.

1.4 YouTube comments; exploration of ecological validity
Ecological validity is one of the important issues that researchers have in mind when they choose a research
topic. Ecological validity refers to the compatibility and relevance of a research topic for the real world
(Schmuckler 2001). Some research topics might be interesting for scholars but they might not be an issue in the
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real world (Cicourel 1982). In such cases, although exploring these topics might be academically engaging, the
findings do not contribute much to how the real world is viewed (Adolph 2019). The YouTube comments used
in this section demonstrate ecological validity of this research topic and provide the necessary grounds that
rejecting cinematic derivation is a real phenomenon. Viewers express their dissatisfaction with the cinematic
derivation of their favourite films through the comments they post on the relevant YouTube channels. YouTube
comments have already been used to demonstrate ecological validity for marketing research (Areni et al. 2021).
Such comments were the motivational factor that persuaded the researcher to work on this research topic,
because he was convinced that rejecting cinematic derivations is a real phenomenon.

Viewers have long been considered to be passive and vulnerable towards the cinematic manipulations of films
(Phillips 2003). However, the process of digitisation has changed viewers’ positions from a passive to an active
recipient (Bolin 2010). Nowadays, it is easy for most of movie consumers to express their feelings towards, and
share their opinions about, the consumed motion picture via different social media platforms such as YouTube
(Shao 2009). YouTube works as a repository of visual content such as music videos, clips, and films, but the
platform contains more than just what it publishes as content. Users can utilise YouTube to broadcast
themselves, in that they can share their opinions and emotions through sharing videos and leaving comments
(Pace 2008). Such a tendency to share intimate elements of life has already been reported for other online
platforms such as Facebook (Wright et al. 2006). Such shared contents can be categorised as extended self in a
digital environment (Belk 2013). Prior studies show that consuming user-generated data, depicted as YouTube
comments in this case, account as a major aspect of social media consumption (Shao 2009). Such user-generated
data can be employed by scholars to have a better understanding about consumers’ consumption experience, the
very function which has already been employed by enterprises to keep track of their public relations (Sandlin &
Gracyalny 2018).
YouTube is a participatory medium, in that viewers can leave comments and engage in discussions and
conversations with others (Thelwall et al. 2012). User and gratification theory recognises that consumers choose
those media which satisfy their specific needs (Sundar & Limperos 2013). So, the possibility to leave comments
and engage in discussion with other people, as well as the published content, account as the main reasons for
viewers to choose a certain YouTube channel. Hence, exploring such comments can help researchers have a
better understanding about what it means for viewers to consume the content of the channel.
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Three major approaches are suggested to study the media audience include structural, sociocultural, and
behavioural (McQuail 1997). The behavioural approach deals with the factors which motivate the audience to
choose media and explores the effects of media consumption. These factors include entertainment, information,
integration and social interaction, and personal identity (McQuail 1987). The notion of media initially included
traditional sources of information such as newspapers, magazines, and movies. However, this notion was
expanded after online platforms and social media became an important aspect of contemporary consumption
life. Personal web pages, blogs, and social media are also recognised to be the social environments in which
personal identity can be demonstrated (Papacharissi 2010; Papacharissi & Rubin 2000; Quan-Haase 2012). The
behavioural approach is used here to illustrate how YouTube comments can help researchers to have a better
understanding of media consumption.
Exploring YouTube comments on channels that broadcast cinematic derivations and their original versions show
that there is an ongoing debate among consumers about whether an original title or its new derivation is better.
In most of these debates, nostalgia is used by some viewers to make their point. The following is an example of
such a debate. The comments are brought from a YouTube page on which the trailer of Lion King live action
remake is broadcasted (The Lion King (2019) - Circle of Life/Nants' Ingonyama | Opening Scene | Clip 2019).
In one discussion, a user who likes the remake better than the original diminishes those who have disliked the
video.
“THE DISLIKES ARE FROM SCAR AND THOSE PESKY HYENAS.”

Two of the answers to this comment are as followed.

“And fans of the original (aka me).”

“No. The dislike was from me. Cuz [sic] I liked the song of the original version better. :).”

Nostalgia is better illustrated in the next example of such discussions. The discussion starts with the following
sentence.

“You know Disney has a train straight to your heart when you watch this and cry.”
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Two other users reply to this comment.

“RIGHT!?! IT’S SO BEAUTIFUL AND SO NOSTALGIC.”

“I am crying again. “

While the first discussion was more like a debate among users with different opinions about the remake and its
original version, the second one is more like a call for reaffirmation of viewers’ nostalgic sentiments for the
original animation. Prior studies show that viewers use YouTube channels as a venue through which they can
reaffirm their past and assure their sense of existence (Areni et al. 2021).
Another user points at how Disney is benefiting from consumers’ nostalgia by producing remakes.

“They literally made millions off of our nostalgia.”

Another user highlights how nostalgia can be the motivation of viewers not liking the remake as they are
nostalgically attached to the original cartoon.

“I will never understand why people will hate on this just because it’s a remake.”

This shows that nostalgia is used through comments not only to defend an original version but also to
demonstrate the viewers’ feelings towards those films.
Exploring such YouTube comments shows that whether consumers prefer an original title or its new derivation
can result in a debate among different generations. In such cases, the older generations usually use nostalgic
narratives to show the superiority of older derivations over newer ones. On the same YouTube page, one user
writes the following.

“All children from the 90s, please rise in the singing of our national anthem.”
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This clearly shows that this user is in his thirties or forties. A younger user replies to this comment and writes
the following.

“what [sic] makes you think 2000’s kids didn't grow up with Disney movies??? like they're popular as
hell. did you really think we weren't obsessed too?”

The other user enters the discussion and answers the younger user.

“you [sic] might be obsessed with 2019, and we were obsessed with 1995. Elton John's Circle of Life is
the best.”

The funny thing is that the last user did not realise that the young user was also obsessed with the original
cartoon not the live action remake. But they decided to defend their favourite version even when no real
challenge, at least not from this young user, was addressed to the original cartoon.
As it is depicted in the above example, nostalgia is a major theme seen among such YouTube comments and is
used to emphasise on the values of older versions of films. This is not odd as nostalgic recollections are
frequently seen among comments that consumers post on YouTube pages related to music and cinema (Timoney
et al. 2018). Nostalgia has also been recognised as a main objective among users of other social media platforms
such as Facebook (Davalos et al. 2015). The availability of nostalgic content on YouTube can also help
consumers to deal with their existential anxieties (Areni 2019). Psychological benefits of nostalgia spread from
boosting social connectedness and enhancing life meaning to buffering stress and bolstering threaten senses of
self (Routledge et al. 2011; Sedikides et al. 2009; Vess et al. 2012; Wildschut et al. 2006). Hence, viewers can
use nostalgia to deal with the existential anxieties which result from watching the video content and engaging in
such debates with other users of the platform. The usage of nostalgia to defy existential anxieties help the
researcher to develop the research question of this study.

1.5 Research question
While it is a real phenomenon that viewers use nostalgia to defend their favourite original movies and reject
cinematic derivations, it is not yet clear why they do so. Prior studies show that nostalgia depicted in YouTube
comments can be the mechanism to defy existential anxieties experienced through watching the video (Areni
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2019). If that is the case, then what are those existential anxieties? And why can watching a cinematic derivation
result in such a reaction? These are the research questions employed in this study. This research has a research
aim which is why some viewers reject the cinematic derivations of their favourite films. In order to achieve this
aim, several research objectives are developed.


Considering the predominant role of nostalgia in defending original versions, as already depicted in
YouTube comments, one of the research objectives is to find out why nostalgia is used by some
consumers when they defend older original movie versions. The literature review, which can be found
in Chapter 2 of this thesis, is developed to understand the triggers that make consumers escape into a
nostalgic narrative in order to defend their favourite films. The interviews conducted for this thesis,
which are explained in Chapter 3 and analysed in Chapters 4 and 5 of this study, are also designed to
provide the necessary data to explore this issue.



Since memories account as a major aspect of nostalgia, another research objective is to explore what is
significant about consumers’ nostalgic memories of original films that can be utilised to defend an
original motion picture. While the literature review shows what has been already examined with
regards to the function and importance of nostalgic memories, the interviews are also designed to
explore this phenomenon.



Furthermore, defending original versions does not always happen through a nostalgic escape.
Exploring YouTube comments show that some viewers feel old or stupid when they see a cinematic
derivation of their favourite film. The last research objective of this thesis is set to explain such
reactions. The theoretical framework in the literature review chapter is designed to provide the possible
theoretical explanations for the phenomenon which is also explored through the interviews.

1.6 Chapter summary
This chapter was dedicated to elaborating the notion of cinematic derivation and how such products had been
approached by researchers. It was explained how cinematic derivations account for a major segment of what
movie corporations produce annually. A brief overview about how cinematic derivations are considered in both
media studies and marketing literature was provided. Brand extension research in the marketing literature does
not account for how consumers react to all types of cinematic derivations. It was also elaborated how volitional
reconsumption had been used to explain the consumption aspect of watching cinematic derivations. The chapter
included how reliance on an original source material, which is the shared element in all different types of
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cinematic derivation, cannot guarantee the success of these new derivations. YouTube comments were also used
to demonstrate the ecological validity of studying the rejection of cinematic derivations. The theoretical
framework suggested to explain the rejection of cinematic derivations is elaborated in Chapter 2. The
framework includes six theories of life story narrative, self-continuity, ontological security, autobiographical
obsolescence, self-identity, and contamination of memories as assets. Details of the research project designed
for this study are provided in Chapter 3 while Chapters 4 and 5 are dedicated to the findings of this research
project. The findings of the study illustrate that the six theories used in the theoretical framework fall under the
overarching umbrella of life story narrative and the rejection of cinematic derivations can be better explained
through the coherence disruption of viewer’s life story narratives. The findings are discussed in Chapter 6
whereas the contributions, limitation, and managerial recommendations are pointed out in Chapter 7.
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Chapter 2
2 Literature Review
This chapter provides a theoretical lens through which consumers’ rejection of cinematic derivations can be better
understood. As it was shown at the end of the previous chapter, some consumers have a negative reaction towards
cinematic derivations and use nostalgia to reject such new movies, particularly if they loved the original. However,
what needs to be explored are the reasons that motivate consumers to escape into such a nostalgic narrative when
rejecting a remake of one of their favourite movies from their past. The emotional tone of some of the YouTube
comments from the previous chapter suggest that derivations may be psychologically threatening. Different reasons
are identified in the literature for nostalgia, among which three elements, self-discontinuity, life story narrative flaw,
and ontological security threat, appear to provide reasonable explanations for why consumers’ express nostalgia in
rejecting movie remakes. These three elements are considered as the negative psychological consequences of
encountering cinematic derivations. But there are other possible explanations for rejecting cinematic derivations
which are not directly linked to nostalgia. In the following YouTube comment example, the viewer shows how the
remake of Murder on the Orient Express (Branagh, 2017) is different from the memories that they have from the
BBC Poirot series (Murder on the Orient Express | Official Trailer [HD] | 20th Century FOX 2017).
Murder on the orient express [sic] was one of my favourite episodes on the tv show Poirot. And David
Suchet not only NAILED the part of Poirot but he executed this episode with the utmost finesse. Agatha
Christie wrote this book to show the humane side of Poirot highlighting a major conflict of belief. And
Suchet did it justice, by the end of the episode I was bawling and applauding because very few actors
have left me in awe of their performance. Suchet is Poirot. There will never be another.”
In the above example, the user elaborates their dissatisfaction with the remake of Murder on the Orient Express
(Branagh, 2017) and defends the version in which David Suchet plays the role of Poirot. The remake is not
compatible with the version that the user has already watched and loved. Their memory is closely linked to David
Suchet as the actor and the way he played the role of Poirot. Suchet does not play in the remake and hence the
remake is different from the memory that the user has from their initial experience of watching Murder on the
Orient Express. But why does the viewer find this difference unpleasant? What is so special about the BBC version
which makes the viewer prefer it over the new version? Does it have anything to do with the quality of the film or is
it related to the memory that the viewer has stored from their consumption experience? This is just one example of
rejecting cinematic derivations in which nostalgia does not appear to have a major role to play. The following figure
(Figure 3) depicts how possible factors can impact the rejection of cinematic derivations.

30

This study employs three theories of self-identity, autobiographical obsolescence, and memory contamination to
explore consumers’ motivation to reject cinematic derivations. Ontological security, self-continuity, and life story
narrative are the underpinning concepts which contribute to all the theories. These three concepts are the negative
existential consequences that self-identity conflict, memory contamination, and autobiographical obsolescence can
cause in viewers. Nostalgia is the mechanism through which viewers try to mitigate the self-threat resulting from
self-discontinuity, life story narrative flaw, and ontological insecurity. Such nostalgic sentiments can help viewers
justify the superiority of the favourite old versions over the cinematic derivations and eventually lead to the rejection
of cinematic derivations.
As depicted in Figure 3, designed by the author of this thesis, the three theories are distinguished from each other in
terms of how a person reacts to and interacts with cinematic derivations. Self-identity theory is relevant if the
cinematic derivation makes the person feel stupid or naïve to have loved the original version of the movie.
Cinematic derivations can also be regarded as a self-identity threat if consumers consider their attachments to
original movie as a major part of who they are. Autobiographical obsolescence is relevant if the cinematic derivation
makes the person feel old or that younger generations will not think or care about the original version. This ‘not
caring’ can facilitate a generational gap between individuals and younger generations, including their children and
grandchildren. Memory protection is relevant if the cinematic derivation contaminates the memories that viewers
have from the original title and prevents the person from watching and enjoying the original version anymore.
Although the figure is designed by the author of this thesis, it infers significantly from theories of autobiographical
obsolescence (Areni 2020), self-identity (Mead 1965), and consumption memories as assets (Zauberman et al.
2009).
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Figure 3: Viewer's negative reactions to cinematic derivations
As depicted in Figure 4, a person’s knowledge about the cinematic derivation is also important in how each of these
theoretical reasons might affect the person. Autobiographical obsolescence implies that the mere presence of the
new derivation can be regarded as a self-threat. The fact that a film needs to be redone shows that it is old. Viewers
might expand that sense of aging from their favourite films to their own sense of self. Since the passage of time is
less recognised in remakes, in comparison with other cinematic derivations, autobiographical obsolescence is more
likely to occur for remakes. Identity theory requires some knowledge about the new version that renders the original
inferior or foolish in some way. Identity conflict is more likely to occur in sequels and prequels especially if the
protagonist of the original film, with whom viewers are more likely to identify, is portrayed differently from the
original film. Memory contamination requires either watching the new version or learning about it, even imagining
it, in great detail before any threat can exist. Sequels and prequels are more likely to cause memory contamination
since the actors and characters are more likely to look different in these new derivations, compared with viewers’
memories of the original. Although the figure is designed by the author of this thesis, it infers significantly from
theories of autobiographical obsolescence (Areni 2020), self-identity (Mead 1965), and consumption memories as
assets (Zauberman et al. 2009).
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Figure 4 The role of viewer's knowledge in the negative responses to cinematic derivations
Ontological security, self-continuity, and life story narrative, are related to the three theories. Ontological security is
the notion of having a real, meaningful, and temporally continuous sense of existence (Giddens 1991). This
important existential need can be preserved through maintaining a solid sense of identity, which is related to selfidentity theory, a meaningful connection with other generations, which is linked to autobiographical obsolescence,
and protecting certain autobiographical memories, which is connected to memory protection system. Self-continuity
refers to having a sense of a meaningful association between a person’s past, present, and future senses of self
(Bluck & Alea 2008). Such an association can be determined through a solid sense of identity, a meaningful
connection with other generations, and preserving the important autobiographical memories which are linked to selfidentity theory, autobiographical obsolescence, and the memory protection system, respectively. Life story narrative
signifies the tendency of humans to construct a coherent narrative for their lives (McAdams 2013). Such a story
might lose its coherence if individuals do not have a solid sense of identity, are not meaningfully connected to other
generations, or do not possess the necessary autobiographical memories. Elaborated as a wistful yearning for the
past (Wildschut et al. 2006), nostalgia is also relevant to all three theories used in this study. Nostalgia has an
important role in shaping an individual’s identity and connecting them to other generations (Belk et al. 1989).
Nostalgic memories are also among the most valuable memories that an individual might protect as assets
(Sedikides, Wildschut, Routledge, Arndt, et al. 2015; Zauberman et al. 2009). Nostalgia has a significant role in the
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knowledge that individuals have from their sense of past self (Wildschut et al. 2006). This highlights the relevance
of nostalgia for autobiographical obsolescence.

The following example shows how the underpinning constructs and major theories can explain rejecting cinematic
derivations. A consumer has watched and loved the original version of Lion King (1994). His negative reaction to
the live action remake Lion King (2019) can be studied in three scenarios.
1.

The original version is a part of his autobiographical memories, the memories which contribute
to his sense of ontological security, enhance his self-continuity, and help him construct a
coherent life story narrative. These memories might also be considered as nostalgic, in which
case the emotional connection between the consumer and the movie will be intensified. In this
scenario, the live action remake of Lion King (2019) can be rejected as a response to the
contamination of autobiographical memories. Seeing the live action remake interferes with his
ability to enjoy the original animated version.

2.

The consumer has used the original movie to construct his identity. The live action remake can
be regarded as an attempt to meddle with his identity and hence jeopardises his sense of
ontological security, disrupt his self-identity, and damage the coherence of his life story
narrative. The live-action remake might make the original animated movie seem childish. If the
original has a nostalgic value for the consumer, his negative reaction might be even more intense
as nostalgia has a role to play in consumers’ identity projects. Thus, in the second scenario,
rejecting cinematic derivation is the result of self-identity threat. It makes him feel silly or wrong
for liking the original.

3.

The original version is a part of consumer’s past which is autobiographically relevant. He has
used this part of his past to assure his ontological security, affirm his self-continuity, and
construct coherent life story narrative. But when the live action remake comes out, he finds his
past obsolete. He feels old and disconnected from younger generations. His past, which was
autobiographically relevant, becomes obsolete. If he is nostalgically connected to the original
movie, his negative reaction can be intensified. In this case, rejecting the live action is the result
of autobiographical obsolescence.

These underpinning theoretical constructs are examined in more detail in the rest of the literature review.
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2.1 Underpinning theoretical constructs
Ontological security, self-continuity, life story narrative, and nostalgia account as the underpinning theoretical
constructs which explain the negative psychological consequences of cinematic derivations. The first three
constructs explain why nostalgia is used to defy new derivations. Furthermore, ontological security, self-continuity,
and life story narrative also contribute to how the three theories used in this study explain rejecting cinematic
derivations. Designed by the author of this thesis, figure 5 below provides an overview of the relationships between
the main theoretical concepts and how they can lead to self-threat. In the case of cinematic derivations, such a selfthreat results from new derivations of favourite films. In order to defy the self-threat, the cinematic derivation has to
be rejected. Hence, ontological security, self-continuity, life story narrative, and nostalgia are explained in this
section. It should be noted that, although the figure is designed by the author, it infers significantly from life story
narrative (McAdams 2001), ontological security (Giddens 1991), and self-continuity (Bluck & Liao 2013).
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Figure 5: Effects of underpinning theoretical concepts

2.1.1

Ontological security

The term ontological security is used to address the need to have a meaningful presence in the world in a temporally
continuous manner (Dupuis & Thorns 1998). People suffering from ontological insecurity usually experience their
lives in separate discreet moments that cannot be connected in a coherent life story narrative (Giddens 1991).
Ontological security has also been referred to as a mechanism for existential reflexivity, in that individuals use
habituated practices, familiar sociocultural contexts, and collectively shared meanings to construct identity projects
(Thompson et al. 2018). No matter how reflexively aware individuals are, they do not consider existential threats in
their everyday endeavours (Phipps & Ozanne 2017). Rather, they construct their identities in an ontologically secure
condition, in that they disregard the ontological insecurities in order to construct their identities. Although such a
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situation is ideal, Giddens ironically calls this state a “protective cocoon” (1991, p. 40); people tend to be attracted
to it when they are shaping their identity projects.

Different reasons have been suggested to explain why people feel ontologically insecure. Modern life has been
identified as one of the underlying causes of ontological insecurities (Gergen 1991; Giddens 1991). Issues such as
having a meaningful life and ontological security are the result of living in an era when thriving, and not just
surviving, is the life goal of most people. Hence, individuals, not worried about their survival, can pay attention to
existential issues such as the nature of existence, the essence of events and objects, and the continuity of self-identity
(Brown 2000). Other consequences of modernity and technological society, such as lack of privacy, have also been
recognised as triggers of existential anxiety which results in ontological insecurity (Fromm 1968). Recent studies
have identified the increases in life expectancy, rapid advancements in technology, the wide range of social
networks, the large number of places inhabited, and secularisation as reasons for ontological insecurities (Areni
2019). Regardless of the motive, ontological insecurity can negatively affect humans and their wellbeing as well as
their consumption choices (Ilmonen 2013; Padgett 2007).
Disruption in everyday routines can also result in ontological insecurity as such routines bring order and guidance to
life (Phipps & Ozanne 2017). The autonomy and sense of control over endeavours in life, which is an aspect of
ontological security, can be jeopardised if such routines are interrupted (Giddens 1991). Prior studies suggest that
routines, such as consuming specific food (Quan & Wang 2004) or using certain commuting vehicles (Kent 2016),
enhance the sense of ontological security. When it comes to the notion of routines, ontological security is based
upon two pillars; first, practical consciousness which accounts for the sense of stability that sticking to certain
routines in life can bring, and second, the trust in abstract/expert systems, such as governmental agencies and
financial systems, upon which life routines depend (Thompson et al. 2018). While the first pillar is explained
through different forms of personal routines (Phipps & Ozanne 2017), the second one needs more elaboration. Using
the example of pensions, Ring (2005) illustrates how trusting in a governmental routine procedure can influence
ontological security. Routines and rituals also distract people from contemplating deeper existential concerns.
Hence, having a sense of stability through routines, with both internally and externally controlled mechanisms, can
lead to ontological security.
The notion of having a meaningful sense of existence, which shapes the essence of ontological security, is different
for those living in the twenty-first century. While institutions provide a sense of stability in life, characteristics of a
meaningful life have changed. Traditional sources of meaning such as family and religion have partially lost their
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importance and have been replaced with more idiosyncratic and hedonistic lifestyles (Areni 2019; O’Shaughnessy &
O’Shaughnessy 2002). Enjoying the moment accounts as the main aspect of such a lifestyle. It appears that living an
American dream is now a global aspiration. People take loans to buy houses, cars, and appliances. They also spend
much money on travelling the world. All of these hedonic practices are done to create the most joyful narrative for
people’s life story; the narrative which is published on social media to announce to the world that they have been
enjoying a ‘meaningful’ life. Consumption lies at the core of this meaningful existence (Hari 2020). Although
escaping into hedonic consumption practices can have negative consequences such as depression it is still widely
used as a meaning making mechanism.
Consumption, identity, and ontological security are intertwined. The relationship between consumption and identity
formation is so significant that consumers are known to shape their identities through consumption (Shankar et al.
2009). Consumed objects can facilitate the construction of consumers’ identity if they represent a value to
consumers. The meanings associated with these objects reside in both public and private domains. Such meanings
can facilitate the maintenance of consumers’ identities as well as acquisition and disposition of their important life
roles (Sørensen & Thomsen 2005). Consumed items are chosen from a wide range of identity resources by selfaware consumers who make consumption choices to bring meaning to their lives and form life narratives (Russell &
Levy 2012; Schau et al. 2009). The notion of ontological security covers the agentic concept of volitional
consumption choices and the sociocultural resources, such as ownership, which are used in consumers’ identity
projects (Thompson et al. 2018). Consumption is a main instrument in hedonistic lifestyle which can help the
protagonist of such a life narrative to assure themselves and others that their life has been meaningful.
The role of consumption in ontological security is not confined to its contribution in identity projects. Research has
explored how home ownership can provide a sense of ontological security (Dupuis & Thorns 1998), as well as
recognising consumers’ food choice as a source of ontological security (Arvela 2013). In the former, owning a house
is a depiction of having a sense of control on the surrounding environment, the ‘ownership’, and a sense of
achieving something valuable. In the latter case, choosing a familiar food while visiting a foreign country can be a
way for the consumer to reconnect with their past. Having a personal vehicle can be a source of ontological security
(Hiscock et al. 2002), in that consumers gain psycho-social benefits of autonomy, protection, and prestige through
using their own car. Using a social media platform like Facebook, which is a widely accepted and practiced form of
consumption, has also been recognised as a source of ontological security for consumers (Arvela 2013). Such social
media platform can enable individuals to keep track of their past and assure that they have existed through their
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posts. Although these contributions of consumption to ontological security are not related to identity projects, they
are compatible with the notion of existential reflexivity (Thompson et al. 2018).
While the role of consumption in self-identity and ontological security is widely accepted (Beck et al. 1992; Giddens
1991; Wattanasuwan 2005), a variety of consumption choices can result in anxiety as consumers might be
negatively affected by the potential consequences of poor consumption choices (Ilmonen 2013). Giddens (1991)
argues that this complex diversity of choices will not be problematic as individuals will use their consumption
choices to create a dynamic framework of self-representation. No matter how complex consumption choices are,
they often positively influence one’s self-representation because all of these consumption choices are made to help
one represent their sense of self. So, regardless of what one chooses, choices usually boost the sense of self.
Recognising the importance of group identifications and social regulations, Warde (1994) illustrates that the risk of
anxiety for poor consumption choices is higher when people have high levels of cultural capital invested in the
consumption choices or highly valued regulations are violated through poor consumption choices. Although such
risks should not be neglected, the possible anxiety resulting from complex consumption choices cannot outweigh the
importance of consumption in identity formation and ontological security.
As depicted in Figure 5, anything that jeopardises the meaningfulness of existence or disrupts the sense of
continuous existence through time can be categorised as a threat to ontological security (Giddens 1991). Hence,
contamination of strategic memories, lack of self-continuity, flaws in life story narrative, inconsistencies in selfidentity, and autobiographical obsolescence can result in ontological security threats. Moreover, any effect of those
existential threats on consumption can be categorised as the role of ontological insecurity in consumption. Thus,
looking at the research question of this study, it can be concluded that ontological security threats can be responsible
for rejecting cinematic derivations. Such threats may occur through any of the three major theories that this study
employs to elaborate why some viewers reject cinematic derivations of their favourite films. Cinematic derivation
can be regarded as an ontological security threat when it renders the past unreal or the future uncertain, which is
related to autobiographical obsolescence, makes it difficult to enjoy re-watching the original, which is linked to
memory contamination, or makes one wonder if they have been stupid to have loved the original, which is
connected to self-identity conflict. Rejecting such a cinematic derivation is the mechanism consumers employ to
protect their ontological security. As depicted in Figure 3, consumers have the same reaction when cinematic
derivations jeopardise their life story narrative.
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2.1.2 Life story narrative
A life story narrative is the life experiences shaped into the form of a story that a person tells to themselves and
other people (Sarbin 1986). Narrative is not a completely subjective act, since language, which accounts as the
corner stone of narrative, is shaped through social interactions and discourse (Bruner 2004). The meaning of life,
which narrative is supposed to bring to individuals, is not just the result of an individualistic act but the outcome of a
public discourse (Köber et al. 2015). In other words, social environments impact language and a set of values that
society recognises to be important. Individuals adopt such language and sets of values to construct a sense of
narrative identity, which is acceptable and presentable in their society. This highlights the important role of society
and environmental factors on the narrative identity of individuals. Such an important role does not deny the
importance of individual’s autonomy to shape their life story narrative (Bauman 2013a). The importance of life story
narratives is so significant that they can affect consumer behaviour (Campbell 2018).
Narrative is an undeniable part of people’s life. Bruner (2004) recognised life to be nothing but a coherent narrative.
However, Renza (1980) rejected this idea and blamed the reflexivity of self-told narratives for causing some major
problems such as rationalisation, indeterminacy (the story telling process distorts the memories), autobiographical
memory bias, and coverage (whether life story narrative covers all the events of one’s life). Recognising the
important role of culture and language in creating narratives, Bruner (2004) called life story narratives not the life
that was really lived but the possible lives people could have. In his own words, “[i]n the end, we become the
autobiographical narratives by which we "tell about" our lives“ (Bruner 2004, p. 4).
Life story narrative can have different central features. Hinchman and Hinchman (1997) define narratives as
sequentially ordered discourses that connect events of life in a meaningful way for a certain audience. Elliot (2005)
extracts three major themes from this definition of narrative; the temporal continuity aspect of events, the evaluative
dimension of the narrative, and the fact that narratives are produced and consumed. The temporal aspect is essential
as any disruption in that it can leave a hole in the narrative; a hole which needs to be filled (Mills 1997). This is
another part where self-continuity plays a major role in psychological wellbeing. The evaluative dimension signifies
the qualities of the protagonist of life narrative. The self, who is the protagonist of the life narrative, is also the
author of such narratives that crafts these life stories into told stories about life experiences, which can then be
consumed by others (Singer 2004). The audience life story narratives can be the person themselves or the people for
whom they are narrating their life story. Since the audience of narratives changes across the person’s lifespan,
narratives will change to address the needs of the new audience. The evaluative dimension might also change as the

40

characteristics used to evaluate a life story narrative might change at different stages of life. Changes in the person’s
life story narrative take place to address their identity project needs. For example, when a person is young and at the
beginning of their career, the narrative is focused on how hard they are trying to achieve their personal goals. When
the person gets old and takes the role of a mentor in the workplace, the narrative changes to tell the story of a person
who has dedicated their life to helping others achieve their goals. That is why the formation of the life story
narrative is known to be an active process which constantly needs to be renewed in response to new circumstances
(Bruner 2002). Memories of the lived past are biased to conform to cultural narratives stemming from religious
texts, literary works, family rituals. This results in a ‘biographical coherence’ of the remembered past, but at the cost
of mnemonic accuracy.
Four characteristics are noted for the life story narrative: temporal coherence, cultural concept of biography, causal
coherence, and thematic coherence (Bluck & Habermas 2000). Temporal coherence is the ability to recollect events
in a temporal order, whereas the cultural concept of biography refers to the ability to create a narrative frame in
which memories can be shaped. Temporal coherence is similar to the temporal continuity theme that Elliot (2005)
has suggested for life story narratives. All the episodes shaping the life story narrative are used to justify the
person’s personality and character. This accounts for the causal coherence of the life story narrative (Habermas &
Bluck 2000). The causal coherence is similar to Eliot’s evaluation theme of life story narratives. The notion of
causality in the life story narrative provides a sense of continuity and creates a meaningful connection between life
events and the individual’s sense of self (Linde 1993). In other words, causal coherence assures that ‘who I am now’
is accepted as the inevitable, meaningful, and continuous resumption of ‘who I was before’. Thematic coherence
signifies the ability to interpret multiple life stories along a certain thematic line. This requires individuals to have
the ability to look at their life from different perspectives. Thematic coherence can facilitate a better insight into the
individual’s self (Grysman & Hudson 2010).
Narrative is more than just autobiographical memories. Despite being the cornerstone of life story narrative, the path
autobiographical memories should take in order to eventually shape the life story narrative is a long one which is
best described by Singer et al (2013, p. 1);
Autobiographical memories related to critical goals in a lifetime period lead to life-story memories, which
in turn become self-defining memories when linked to an individual’s enduring concerns. Self-defining
memories that share repetitive emotion-outcome sequences yield narrative scripts, abstracted templates
that filter cognitive-affective processing. The life story is the individual’s overarching narrative that
provides unity and purpose over the life course.
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Habermas and Bluck (2000) distinguish between life story memories and other autobiographical memories, in that
life story memories can be used to link isolated episodes into a broader narrative; a narrative which has a sense of
self integrated in it. Such self-integrated knowledge resulting from autobiographical memories is known as
autobiographical reasoning (Bluck & Habermas 2000). Individuals use autobiographical reasoning to boost their
spirits, guide their actions, and to influence and impress others (Singer 2004).

Narratives provided in media and through popular culture (e.g., books, films, TV programs, music) can enhance the
experience of self, in that they can help individuals explore and understand themselves and others (Russell & Levy
2012). This is very similar to the function of the life story narrative as such narratives can also help people
compensate for their inevitable needs of self (Slater & Cohen 2016). Identifying with media characters can help
individuals broaden their perspective on life and expand their understanding of how others feel (Cohen 2001).
Literature, media and popular culture provide narratives that are unconsciously co-opted into the formation of life
story narratives. The stories of people’s lives are adapted from the stories they read, watch, and hear about (Bruner
2004). Although media narrative is different from life story narrative for media audience, people might react
negatively to cinematic derivations of popular cultural products, such as film and TV shows, if they have used the
original version to compensate for their self-related needs. Consumers often integrate favourite movies or television
programs into their sense of self identity, and hence, into their life stories. If cinematic derivations affect perceptions
of the original versions, they can also affect people’s life stories. An example for such a phenomenon is the negative
reaction to the release of the third season of Twin Peaks (Garner 2018). Some fans had developed their own version
of ending for the series in their life story narrative long before the release of the last season ruined their ‘version’.
Overall, any flaw in the life story narrative can cause serious problems in maintaining a sense of unity and purpose
in life. While this section explored the relevance of life story narrative for this study, the next section is dedicated to
self-continuity and its role in rejecting cinematic derivations.

2.1.3 Continuity in self
Having a solid self-identity requires people to maintain a constant sense of existence through time (Wilson & Ross
2003). Such a sense, known as self-continuity, helps individuals assure that they are essentially who they used to be
in the past, despite all the inevitable changes in their life circumstances and roles (Chandler & Lalonde 1995). As
was seen in Figure 5, self-continuity also contributes to ontological security as it assures the past is real and
meaningfully connected to the present. It is also related to life story narrative since the coherence of such a narrative
can be jeopardised without self-continuity. Coherent autobiographical memories along with stability in social roles
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and sociocultural environment can enhance this sense of self-continuity (Habermas & Köber 2015). Major
biographical discontinuities, such as disturbance in social roles or losing significant others in a person’s life, can
result in self-continuity disruptions. Memories also have a major role in maintaining a continuous sense of existence
(Bluck & Alea 2008). Memories can work as reference points which help individuals locate themselves in the past
(Jones & Coviello 2005). Self-continuity is facilitated through autonoetic consciousness which enables individuals
to mentally travel to the past and the future (Markowitsch & Staniloiu 2011). Nevertheless, there is a debate among
scholars about what type of continuity can link present and past selves. According to psychological continuity theory
(Parfit 1984), psychological continuity, the notion of connection between the present self and moments of the past,
which is recalled through the remembering process, suffices for maintaining a sense of self-continuity. However,
others have recognised phenomenological continuity, the notion of consciously remembering the self over time
through mental time-travel, as the essential continuity aspect that can preserve self-identity (Rose Addis & Tippett
2008; Tulving 1985). Phenomenological continuity is also important for narrative continuity where individuals
integrate their past life events and present selves to maintain a coherent life story narrative (McAdams 2001). The
importance of self-continuity is so significant that some studies consider it as one of the main self-functions of
memories (Bluck et al. 2005).

Self and memory account for the fundamental bases of self-continuity. According to these two aspects, selfcontinuity is divided into chronological self-continuity and retrospective self-continuity (Bluck & Liao 2013). In
chronological self-continuity, individual existence through chronological time is recognised. This sense of selfcontinuity is effortless to maintain and environmental threats cannot harm it significantly. Memory plays the major
role in chronological self-continuity as self just registers experiences without having much influence on them. In
retrospective self-continuity, however, the self plays the main role as memories provide the content for the self to
author the individual’s own narrative. This notion of self-continuity can be diminished at times of continuity
disruptions. Retrospective self-continuity is not solely about remembering prior existence. Unlike chronological
self-continuity, maintaining retrospective self-continuity requires effort and is accomplished through
autobiographical reasoning (Bluck & Habermas 2000), reminiscing (Dean Webster 2003), and meaning making
(Thorne et al. 2004). Cinematic derivations might interfere with consumer’s sense of self-continuity. They might
work as a disruption and prevent viewers from retaining their sense of either chronological self-continuity or
restorative self-continuity. For example, a cherished memory of watching a movie with family members is made
irrelevant by the release of a remake.
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Different sources have been identified for self-continuity. Self-stability across time, the availability of a narrative
which accounts for any disruption in self-continuity, is known to be a source of self-continuity. For example, a
person who plays football loses his legs in a car accident. He can no longer play football. If he can change the
narrative from a football player to an advocate of football, despite his own inability to play, he can maintain his
sense of self-continuity. The associative connections with one’s past, which can be depicted in the attachment to a
certain value object, is the other source of self-continuity (Becker et al. 2018). For example, a believer loses her
faith. If she ties her identity to God, her sense of self-continuity will be jeopardised. But if she connects her identity
to being ethical, even losing her religion will not affect her sense of self-continuity. Personality and cultural
elements are known to influence such sources of self-continuity. Individuals with mutable personality, people who
are more adaptable to change, ground their self-continuity in narratives. In contrast, immutable individuals, those
who are resistant to change, recognise stability in the self as the main basis for self-continuity (Sedikides, Wildschut,
et al. 2018). Self-continuity can also be boosted when one satisfies the need for competence, autonomy, and
relatedness (Di Domenico et al. 2018).
The benefits of self-continuity go beyond the affirmation of the self-concept and boosting self-identity. Selfcontinuity is positively linked to self-enhancement and can help individuals assume a better future (Sedikides,
Wildschut, et al. 2018). It can result in an upward and stable trajectory in the sense of authenticity across time (Seto
& Schlegel 2018), and also facilitate easier psychological adjustment in a multi-cultural context. Mitigated through
nostalgia, self-continuity can help repatriates to adjust with the new environment better when they go back to their
mother country (Nurra & Oyserman 2018). At times of role transition, such as becoming a parent or changing
careers, people who can maintain a sense of self-continuity have higher levels of self-concept clarity (Slotter &
Walsh 2017). So even if such transition periods are known to bring self-continuity disruptions (Habermas & Köber
2015), people who can re-establish a sense of self-continuity can better overcome such potentially distressful life
periods. More importantly, self-continuity is the cornerstone which individuals can use to provide a coherent
narrative for their life story. Self-continuity is the basis of a coherent character arc that progresses from chapter to
chapter in the life story. These narratives can bring order and meaning to people’s lives and construct a sense of
identity solid enough to tolerate the constant changing flux of life experiences (Murray 2003). Constructing such
narratives requires appropriate materials, such as protagonist and plots, which can usually be found in
autobiographical memories and social relationships.
Both affective and cognitive aspects of memory have significant roles in forming a coherent life story narrative and
shaping identity projects (Singer 2004). Autobiographical memories are not the exact recollection of what has taken
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place in the past but the reconstruction of emotionally toned memories which can be incomplete, ambiguous, and
biased (Neisser 1986). The emotional aspect of such memories can influence how these memories are encoded,
stored, and retrieved (Neisser 1988). This results in the reconstructed memories which are distorted and more
pleasant than what actually occurred in the past. These memories provide the necessary content for the script used in
the life story narrative which links different sequences of the person’s life together (Tomkins 1978). These scripts
account for the autobiographical knowledge that people need to illustrate their goal pursuits, obstacles, and
outcomes (Conway & Pleydell-Pearce 2000). Since these narratives can change across people’s lifespan, all the
narratives contribute to the construction of an ongoing identity. One of the factors which can affect this
autobiographical knowledge and help individuals craft a useful life story narrative is nostalgia which is explored in
the next section.

2.1.4 Nostalgia
Nostalgia is a part of contemporary life; it is known to be one of the most commonly experienced emotions (Boym
2001). Nostalgia works as a mnemonic glue to keep different chapters of one’s life story together (Zerubavel 2012).
From the poems of Homer to the essays of Walter Benjamin, from the medical dissertation of Hofer to the
psychological studies of Sedikides, from vintage appeals of Rachel White Vintage Chanel Enamel Quilted Frame
Bag to the nostalgic cues in Pepsi advertisements, and from producing the third season of Twin Peaks 24 years after
the second season to the live-action remakes of popular 90s’ animations, traces of nostalgia can be found in different
aspects of human life. Nostalgia is also important for marketers as it can be utilised to create a genuine attachment to
brands and products (Kessous & Roux 2008). Various perspectives are employed to explain nostalgia and the
definition and its functions. For example, while indirect experience is accepted as a source of nostalgia in marketing,
studies conducted in psychology usually recognise nostalgia as a product of directly lived experience.

Nostalgia has a role to play in various parts of this theoretical framework and hence needs to be explored. Memories
of childhood, adolescence, and emerging adulthood (Arnett 2000), which are the sources of most nostalgic
sentiments, are reported to be frequently used in life story narratives (Grysman & Hudson 2010). These nostalgic
memories are more likely to be regarded as valuable assets to be protected (Zauberman et al. 2009). Such memories
are also among the most cherished parts of individual’s past, wherein people might experience autobiographical
obsolescence, the notion of not being able to use autobiographical past in the present if anything meddles with that
part of their past. Nostalgia augments self-continuity and buffers the existential threats which can result from
identity crises (Sedikides, Wildschut, Routledge & Arndt 2015). So, it positively impacts self-identity. Hence,
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nostalgia may be an important factor in reactions to cinematic derivations and, derivations of nostalgia-laden movies
may be more likely to be rejected. This is because a nostalgic movie may be considered as a valuable asset, a major
part of individual’s identity, and an important part of an individual’s past.
As contexts vary, different definitions of nostalgia are provided to address the necessities of different perspectives.
Differentiating nostalgia from homesickness, sociologist Davis (1979) described nostalgia as an emotional yearning
for a place, event, or object of the past. In Davis’ definition, nostalgia was not homesickness but the response to
homesickness. Davis’ perception of homesickness did not include the sense of yearning that nostalgia had. In
marketing, nostalgia is generally accepted as an influential factor which positively impacts consumption choices.
Belk (1990) explains nostalgia as a positive mood that can be evoked by movies, music, smells, scenes, and objects.
Holbrook and Schindler (1991) call nostalgia a preference towards people or objects that were more popular when
one was younger. Holak and Havlena describe nostalgia as a “positively balanced complex feeling, emotion, or
mood produced by reflection on things (ideas, objects, people) associated with the past” (Holak & Havlena 1998, p.
218). The definition of nostalgia changes slightly when it comes to advertising, where it is regarded as a positive
response to an advertisement containing elements from the past (Muehling et al. 2014). In this study, nostalgia is
regarded as the wistful yearning for a part of lived past (Wildschut et al. 2006). As depicted in Figure 6, designed by
the author of this thesis, nostalgia can be utilised to mitigate self-threat, bolster the threatened sense of self, and
restore psychological wellbeing.
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Figure 6: The role of nostalgia in restoring psychological wellbeing
Nostalgia is a psychological resource that can be utilised to defy the negative consequences of encountering
cinematic derivations. As was explained in previous sections, cinematic derivations can cause ontological insecurity,
self-discontinuity, and life story narrative flaws in viewers who have loved the relevant original title. Nostalgia can
positively affect ontological security and buffer the threat of losing an important part of the lived past. The past can
be a source of meaning for the present through nostalgia (Routledge et al. 2011). When people face ontological
insecurities, they can utilise nostalgia to restore their sense of meaningful existence (Routledge, Wildschut, et al.
2013). Nostalgia can also be useful in maintaining a sense of self-continuity. Nostalgia can facilitate the past and
present senses of self to be connected in a continuous manner (Sedikides, Wildschut, Routledge & Arndt 2015).
Nostalgia positively impacts the coherence of life story narrative too. Previous chapters of a person’s life story can
be better connected to recent ones when nostalgia is used. Remembering the past through the rose tainted glasses of
nostalgia can help individuals shape a coherent life story narrative and adapt the changes of roles through their
lifespan (Robertson 2013). Nostalgia is useful in enriching all three dimensions of life story narrative including
continuity, evaluation, and production/consumption (Elliott 2005). As previously noted, nostalgia enhances selfcontinuity and hence facilitates the continuity aspect of life story narrative. The evaluation aspect is also positively
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influenced as nostalgia provides an image for the protagonist of the narrative which is better than it actually was.
The production/consumption aspect is also influenced positively since the well-crafted narrative and its heroic
protagonist are more interesting compared to accurately remembered personal experienced not augmented by
nostalgia. As depicted in Figure 6, nostalgia is utilised to boost ontological security and the life story narrative when
viewers encounter cinematic derivations of their favourite original films. Nostalgia is like a mnemonic glue (i.e.,
biographical coherence) that also puts a sheen (i.e., positivity bias) on the lived past (Zerubavel 2012). Ontological
security, life story narrative, and self-continuity contribute to all the three theories, namely consumer identity,
autobiographical obsolescence, and memories as assets, which shape the theoretical framework of this study. After
explaining the underpinning theoretical constructs, the three theories shaping the theoretical framework of this study
need to be explained.

2.2 Theoretical framework
Ontological security, self-continuity, life story narrative, and nostalgia have been explained as the underpinning
theoretical constructs in this thesis. The role of these constructs in rejecting cinematic derivations is carried out
through three major theories of self-identity, autobiographical obsolescence, and memories as assets. This section
starts with elaborating several perspectives towards self-identity theory, consumers’ identity and their role in
consumption choices. The role of identity in movie consumption is explored in two ways; movies as the necessary
material to construct identity projects, and identification with movies and characters. It is elaborated how cinematic
derivations can jeopardise consumers’ sense of identity when their identity is closely linked to the original version.
Autobiographical obsolescence, which is a rather recently explored concept, is then introduced as the second theory.
This theory focuses on how people use their past to make meaning for their present and future. It is also explained
how cinematic derivations can threaten meaningfulness of consumers’ past and create age gaps between them and
the younger generations. The third theory, memory protection system, signifies how consumers tend to regard
certain autobiographical memories as assets to be protected. It is argued that consumers would react negatively
towards a cinematic derivation if it contaminates their memory and threatens their enjoyment of re-watching the
original movie. Table 2, designed by the author of this thesis, provides a brief description and an example for any of
the theories as well as the key areas each of the theories are more likely to occur.
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Table 2: Explanation of three theories
Theories

Description
Example
Cinematic derivations make
Watching the live-action
viewers feel old, irrelevant, or
Autobiographical
remake of Aladdin makes
disconnected from younger
obsolescence
viewers feel old.
generations.
Cinematic derivations make
Watching the American
viewers feel naïve or stupid to
reboot of Godzilla makes
have loved the original version,
Self-identity
viewers feel naïve or stupid
or they jeopardise the identity
conflict
to have loved the classic
connection that viewers have
Japanese one.
with the original title.
Cinematic derivations
Watching the sequel Mary
contaminate the memories that
Poppins Returns
viewers have from the
contaminates the memories
Memory
consumption experience of the
of the original Mary
contamination
original film, such that they do
Poppins and makes it more
not enjoy re-watching the original
difficult to enjoy.
as much.
Although the theories appear to be conceptually separate, they do overlap, particularly in relation to

Key areas
Remakes

Remakes
Reboots
Sequels

Sequels
Prequels
Adaptations

autobiographical memories. Autobiographical obsolescence is mainly related to the autobiographical knowledge that
individuals have through their memories. Such a knowledge is attained through self-reflection. The curiosity to
explore the inner experiences of self makes self-reflection a pleasant and useful type of mental wandering (Trapnell
& Campbell 1999). Some parts of this autobiographical knowledge can be the result of consumption memories. This
is where autobiographical obsolescence and the consumption memory system overlap. Individuals use their prior
experiential knowledge, depicted through autobiographical memories, to understand how they need to react in future
similar circumstances.
The overlap between autobiographical obsolescence and self-identity is also related to autobiographical memories.
Individuals employ self-reflection to assure that they have a sense of self-continuity (Ersner-Hershfield et al. 2009).
Furthermore, self-reflection is used in narrative identity development where individuals look back at their lives to
extract the necessary material for shaping a coherent life story narrative (Reese et al. 2010). Both self-continuity and
life story narrative have major roles in individuals’ self-identity (Bluck & Alea 2008). Memories have important
roles in shaping individuals’ self-identity (Goode et al. 2016). People might lose their self-identity if they can no
longer remember who they were in the past (Prebble et al. 2013). Autobiographical memories also connect selfidentity and consumption memories as theoretical explanations. When it comes to consumption memories, the self
has a major role since the connection between the purchased item/service and consumers’ identity is among the most
influential elements distinguishing the type of prior purchase experience memory that is more likely to be regarded
as an asset (Van Boven & Gilovich 2003). Memories of prior purchases, both experience and possession, can bring
happiness to consumers and hence can be recognised as assets to be protected. However, experiences, rather than
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possessions, are more likely to be associated with self (Carter & Gilovich 2010). Comparing experiential and
material purchases, experiential purchases are more likely to be mentioned in consumers’ life stories. Such
purchases are also more closely linked to consumers’ sense of self and their memories are likely to bring greater
satisfaction in consumers (Carter & Gilovich 2012). Furthermore, if consumers associate sentimental values, which
account for the emotional bond consumers have with their cherished items because of the meaning such items hold,
to their possessions (Norton et al. 2012), they tend to protect the memories of such possessions (Winterich et al.
2017). Considering the experiential nature of movie consumption, such consumption memories can be useful
sources for identity projects.
The following example is used to illustrate the role of autobiographical memories in movie consumption. Sarah had
watched and loved the Twin Peaks TV series in early 1990s. watching the series is a part of her autobiographical
memories. When the third season of the series was released in 2014, what Sarah sees in the series is different from
her autobiographical memories and result in self-threat. The actors have aged in the third season, and this is different
from what Sarah remembers from the first two seasons. If such a difference makes her feel old, she will experience
autobiographical obsolescence. Such a difference might also lead to memory contamination because, now that she
has watched the third season, she might no longer enjoy watching the first two seasons. The difference between her
memories and what she sees in the new season might make her to feel stupid to have loved the first two seasons.
According to Sarah’s memories, the plot and storyline were interesting in the first two seasons. These plots and
storylines that were popular in early 1990s, or the plots that Sarah loved at that period of her life, might not be that
appealing in 2014. Since autobiographical memory is such an important ingredient in all three theories, it needs to
be explained prior to the theories.

2.2.1 Autobiographical memory
Autobiographical memories account as a major point where autobiographical obsolescence, self-identity, and
consumption memory overlap. The meaningful connection between the autobiographical past and present is
grounded in autobiographical memories (Bluck & Liao 2013). Construction of identity also heavily relies on what
individuals remember from their past (Wilson & Ross 2010). Consumption memory is related to autobiographical
memory too, as autobiographical memories can include those consumption memories which are important enough to
be regarded as assets to be protected. Since autobiographical memory plays a role in all three theories, it is explained
at the beginning of the theoretical framework.
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Beyond specifications of events, such as who, what, when, and where, autobiographical memory includes emotions,
and meanings (including importance) of those events (Bruner 1990; Fivush 2010). However, not all
autobiographical memories have the same level of importance. Self-defining autobiographical memories are critical
and they have five specific qualities; “affective intensity, vividness, high levels of rehearsal, linkage to similar
memories, and connection to an enduring concern or unresolved conflict.” (Conway et al. 2004, p. 16). Given the
importance of these autobiographical memories, individuals are more likely to use them to make sense of their life
through life story narrative (Bluck et al. 2005) and personal identity (Charlesworth et al. 2016). Contamination of
such memories can also have clear potential to threaten the sense of self.
Autobiographical memory has two functions, namely cognitive and reminiscence (Sedikides, Cheung, et al. 2018).
Cognitive functions are categorised into three classes of self (intrapersonal); social (interpersonal); and directive
(problem solving) which, despite their separate roles, can overlap (Bluck & Alea 2002; Pillemer 2003). Memories
carry information that help people realise who they are and how they can solve the problems that they are facing in
life (Harris et al. 2014). Sharing memories with others can also serve as a way to strengthen social relationships
(Bluck & Alea 2008). In contrast, the reminiscence function of autobiographical memory (Webster 1997) has eight
possible tasks – problem solving, identity, conversation, intimacy maintenance, boredom reduction, death
preparation, teach/reform, and bitterness revival. The notion of identity in the reminiscence function of memories is
limited to what people remember about themselves. The reflexivity element, which is a predominant aspect of
cognitive memories, is absent here.
There is a mutual relationship between autobiographical memories and self-identity. Autobiographical memories can
influence self-identity and other identity related constructs. These constructs include self-image (Conway et al.
2004), self-continuity (Bluck et al. 2005), and coherent self-concept (Cohen 2014). Apart from that, Neisser (1988)
recognises two main outcomes from remembering any act of remembering personal past: utility and verity. Utility
refers to using memories to accomplish something in the present, whereas verity denotes using memory to find out
what really happened in the past. Considering the active nature of identity construction processes, individuals seek
relevant information to construct their desired sense of self. Autobiographical memories are among the rich
resources which can be used to provide such information. The ephemerality of memories also contributes to identity
projects as individuals have a chance to revise their past, through their autobiographical memories, and choose those
memories which better suit their current identity needs (Wilson & Ross 2010).
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Contamination of autobiographical memories can have negative consequences for individuals. Autobiographical
memories contribute to a robust personal identity, and declines in autobiographical memories can lead to a lack of
proper sense of self and identity (Jetten et al. 2010). Although most of the declines in autobiographical memories are
reported to be the result of diseases such as Alzheimer’s or dementia (Naylor & Clare 2008; Rose Addis & Tippett
2004), contamination of such memories might result in similar, though likely less severe, outcomes. Contamination
of autobiographical memories can disrupt the link between past and present and lead to autobiographical
obsolescence. When consumption memories are regarded as autobiographical memories, contamination of such
autobiographical memories can prevent the memories being considered as assets to be protected. Self-discontinuity,
flaws in life story narrative, and personal identity conflict, are among the outcomes of autobiographical memory
contamination (Bluck & Liao 2013). While the importance of autobiographical memories was elaborated in this
section, consumer identity is explained in the next section.

2.2.2 Consumer identity
The following section concentrates on the relationship between consumers, their experience of watching their
favourite original films, and the meaning that these consumption experiences hold for consumers. This section starts
with exploring the notion of self-identity and how consumption can contribute to consumers’ identity projects. Then
the role that movie consumption plays in consumers’ identity projects is explained. The section continues with the
role of movie consumption in consumer’s identity projects which is divided into two parts; movies as identity
construction material, and identification with movie characters.

2.2.2.1

Self-identity

Multiple perspectives have been employed to look at self-identity. The concept of ‘who I am’ has long been an
interesting and well-discussed topic among philosophers. Sartre (1945) recognised a human being as an incomplete
self who was condemned to an eternal craving to become complete, even if such a craving required believing in a
superficial higher power (Wang 2006). Psychologists have also been involved in self-identity discussions. Their
approach to self-identity, as a psychological construct, focuses on a person’s perception about themselves and the
qualities with which they want to be associated (Kettle & Häubl 2011). Scholars in sociology and social psychology
emphasise the role of social factors in self-identity. The roles a person has in society and how they want to be
perceived by others have shaped the social aspect of self-identity (Hogg 2016). In marketing and consumer studies,
self-identity has a dual role. Consumer’s self-identity is known to be an important factor in consumption choices.
Consumers tend to purchase items according to their self-identity (Davies & Gutsche 2016). ‘Who people are’ or
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‘who people want to become’ has a role to play in ‘what people buy’. Furthermore, consumers have demonstrated
their self-identity through what they consume (Ding et al. 2017). In other words, individuals use ‘what they buy’ to
show ‘who they are’ or want to be.

Self-identity is a fundamental and complex aspect of every human. Self-identity is a loosely defined concept which
is interchangeably used with other similar terms such as self-concept, identity, and self. Emphasising the importance
of consciousness in identity, James (1890) provided the first proper definition of self-identity as the perception a
person had about themselves. It is the result of an individual’s habits and memories. This perception of self includes
certain characteristics, abilities, and physical attributes (Kettle & Häubl 2011), and is also closely linked to the
social groups to which that individual belongs (Tajfel & Turner 2004). In addition, what belongs to individuals has
an important role in shaping self-identity as people develop self-identity, and project self-identity to others, through
what they possess (Belk 1988; Segado-Boj et al. 2020).
An early conceptualisation of self-identity identified three types of self-identity including the material self, the social
self, and the spiritual self (James 1890). The material self refers to individuals’ possessions and interpersonal
relationships. This sense of self-identity is similar to the notion of extended self which recognises possessions and
belongings as the extensions of individuals’ inner self (Belk 1988). What individuals can do with such possessions is
not the main aspect of them in this notion of self. Their symbolic meaning to consumers is the important element
here as these possessions are valued as parts of people’s self (Brown 1998). The social self refers to how others
think about a person. This notion of self-identity is highly influenced by the social roles a person holds (Roberts &
Donahue 1994). Religious ideologies, political affiliations, personal relationships, and ethnic affiliation are among
the social roles with which a person can be identified (Deaux et al. 1995). This notion of self-identity is different
from the social identity as described in the social identity theory (Tajfel & Turner 2004). In the former, the emphasis
is on how others perceive an individual, whereas in the latter, the focus is on the individual’s identification with the
relevant social groups and how such identifications can influence individuals’ understanding of themselves. The
spiritual self refers to all the abilities, ideas, emotions, and desires that shaped the inner self of a person. The
spiritual self includes all the intangible belongings, such as the ideas and beliefs of a person, which plays a
significant role in defining who they are (Brown 1998). James’ (1890) initial definition paved the way for further,
and more detailed, explanations of self-identity.
Looking at self-identity from a different perspective, Cooley (1964) recognised self-identity as a socially determined
concept. While the social aspect was a part of identity in James’s conceptualisation, Cooley gave a more central role

53

to the social aspect in his definition of identity. Naming self-identity as the looking-glass self, Cooley highlighted
the role of how a person perceives others’ opinions about himself in the development of self-identity. This notion of
self-identity included three components. The first component was a person’s perception of how they appear to
others. The second component was a person’s perception of how others evaluate their appearance, and the third
component was a person’s feeling about others’ evaluation of their appearance (Brown 1998). The feeling
determined whether a person would keep their appearance or change it. If the feeling was positive, individuals
would keep the appearance. Otherwise, they would modify it. In Cooley’s definition of identity, individuals pay
attention to how they are perceived by others. In this definition, the development of self-identity was not dependent
on how others actually evaluated a person’s appearance but was dependent on how a person perceived those others
evaluated their appearance; because this perception, and not the actual judgment, is the basis for the feeling and the
behavioural modifications. Thus, in this definition, although self-identity is embedded in the eyes of other people, it
is viewed from the person’s own perception. For example, a young man perceives he is well dressed. If he perceives
that others think he is well dressed, he feels good and there is no need for any change in the way he dresses.
However, if he thinks that others consider him as not a well-dressed man, he will try to change his appearance to
address that problem, regardless of how others actually view his wardrobe choices. Such a negative feeling and the
following behavioural modification comes from his perception of how others think about his appearance. He has
never asked anybody about what they think about his appearance.
Cooley was not the only scholar who was interested in the role of self-perception on self-identity. In the self-identity
model developed by Kinch (1963), self-identity was influenced by self-appraisals, perceived appraisals, actual
appraisals, and actual behaviours. Self-appraisals referred to how a person perceived their own identity whereas
perceived appraisals denoted how an individual perceives others evaluate her. Actual appraisals noted how others
evaluated an individual’s identity and actual behaviour referred to the behaviours a person received from others. The
social self is the only aspect of James’s definition of identity that is covered in Kinch’s identity conceptualisation.
Similar to Cooley’s definition of self-identity, Kinch’s highlighted the importance of a person’s perceptions of all
these appraisals in maintaining, reinforcing, and modifying his/her self-identity. Although a person might not know
how others individually think about them, s/he had a general idea about how others thought of them (Kenny &
DePaulo 1993). This general understanding of how others thought of a person was used as the actual appraisal in
this definition of self-identity. Kinch’s definition of self-identity was an indicator of how much individuals relied on
other people’s opinions in constructing their identity.
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Looking at self-identity from another perspective, Mead (1965) recognised social interactions as the major aspect of
self-identity. How a person perceives other people think of him plays a key role in developing his sense of selfidentity. In this case, unlike James’s and Cooley’s definition of self-identity, people are not concerned with the
opinion of a specific person, rather they want to adopt the perspective of society at large (Brown 1998). Different
social groups that a person is a member of can hold different opinions about the person (Tice & Wallace 2003). So it
is possible for a person to have multiple identities according to which group they interact with (Roberts & Donahue
1994). This is compatible with Tajfel and Turner’s (2004) notion of social identity, as the benefits, which are the
emotional satisfaction of belonging to certain groups, are shared among Mead’s and Tajfel and Turner’s definitions
of identity.
Self-identity is how an individual perceives themselves (Shavelson et al. 1976). This perception has significant roots
in social interactions (Mischel & Morf 2003) as well as emotions and experiences (Epstein 1973). The notion of
self-perception is the aspect that was missing in James’s definition of identity as he focused on interpersonal and
social connections, possessions, and spirituals beliefs. Overall, the qualities a person relates to themselves through
self-identity can be divided into two main categories: the attributes a person believes they have, and the roles they
hold in the society and in relation to others. So, self-identity is characterised both as an affective- cognitive and
socially interactive system. The affective-cognitive system relies on a person’s own evaluation of who they are,
whereas the socially interactive system is a mechanism which a person can use to construct or maintain their sense
of identity (Mischel & Morf 2003). Self-identity is an important aspect of individual’s life, and its significance is not
confined to psychological wellbeing. Self-identity plays a major role in what people consume. Consumers construct,
maintain, and project their self-identity through what they consume (Holt & Thompson 2004).
This study recognises self-identity to be the subjective view that a person has about themselves across their lifespan.
This sense of self-identity needs to remain fundamentally coherent through time and the person tends to protect it
from any threats. Although the person might slightly update their self-identity due to certain necessities, some of
these updates are done to improve the subjective view that the person has about themselves. While self-identity is a
predominantly personal construct, it is significantly influenced by social factors and social interactions that the
person has with others. The link between consumption and self-identity is the focal point of this study. But before
elaborating that link, self-threat needs to be explained.
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2.2.2.2

Self-threat

Self-threat is a threat to the self-identity (Baumeister et al. 1993; Baumeister et al. 1996). Mostly defined
operationally rather than conceptually, self-threat occurs when one is exposed to information that negatively impacts
one’s view of oneself (Pyszczynski et al. 1985; Sherman et al. 1984). The commonly used conceptual definition of
self-threat notes that self-threat occurs "when favourable views about oneself are questioned, contradicted,
impugned, mocked, challenged, or otherwise put in jeopardy" (Baumeister et al. 1996, p. 8). Manifested through a
decrease in self-esteem (Vohs & Heatherton 2003) or diminished confidence in self views (Schwarz 2004), selfthreat is the result of a present condition that jeopardises a valued self-conception in any way (Campbell &
Sedikides 1999).

The outcome of self-threat can vary according to individual psychological factors and the importance, or even
circumstances, of the threat. People are more likely to accept the negative feedback when the threatened aspect of
their self-concept is not important to them (Eisenstadt et al. 2006). Individuals’ responses to self-threat are not
uniform. Self-threat in high self-esteem participants can result from setting inappropriate and risky goals, goals often
beyond their capabilities that they fail to achieve (Baumeister et al. 1993). In addition, negative emotions and
aggression are often outcomes of experiencing self-threat (Baumeister et al. 1996). The level of threats seems to
result in aggression among people with narcissistic tendencies (Ferriday et al. 2011).
People employ various mechanisms and approaches to bolster a threatened self. The approaches can be categorised
within three clusters: cognitive consistency, social comparison, and value expression (Tesser et al. 2000). Although
cognitive dissonance theory (Festinger 1957) was not initially introduced to explain how individuals mitigate selfthreat, dissonance is regarded as a type of threat to self-esteem (Aronson 1992). Using cognitive consistency
mechanism, a person tries to resolve the inconsistency between their behaviour and attitude. For example, a person
who is opposed to death penalty will be averse to writing an article in favour of capital punishment. In such a case,
the essay will be non-compatible with a centrally held view of the individual. Essays can be regarded as an
extension for individual’s sense of self (Belk 2013). So, the self-threat will be resulted in the format of noncompatibility between a major aspect of individual’s identity and a part of their extended-self.
Social comparison theory suggests that other people’s achievements impact an individual’s self-esteem (Taylor &
Lobel 1989). The relevance of self-domain and the closeness of that ‘other’ person determine if being outperformed
might result in self-threat (Tesser et al. 2000). For example, a public speaker might regard speaking in public as a
relevant self-domain and if such a person is outperformed in this domain by another person who is less experienced
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in speaking in public, it is more likely for the public speaker to experience self-threat. In order to mitigate selfthreat, one can increase their distance from the other person or decrease the relevance of the performance domain.
For example, after losing a football match, the losing side can claim the whole match is nothing but a stupid game or
blame it on the referees. This is how social comparison mechanism can bolster a threatened self. In another example,
if an individual is not as good as his friend in playing football, he can claim that he is not an avid football player,
unlike his friend who is, according to the individual, a more professional football player.
The third mechanism, value expression, is based upon self-affirmation theory which recognises how people can
compensate the threatened self-domain by affirming another domain of self (Steele 1988). For example, while
receiving a low mark in mathematics can cause self-threat, the person can mitigate the threat by focusing on how
good they are in sports or other subjects. There are some other mechanisms to mitigate self-threat as well.
Individuals might engage in activities that allow them to escape from the unpleasantness caused by self-threats
(Stenseng et al. 2012). Moreover, significant self-threats involving issues such as gender identity, implicit racism,
and social exclusion can result in implicit self-esteem compensation immediately after experiencing the threat
(Rudman et al. 2007).
Information related to consumption can result in self-threat. In some instances, revealing authentic information
about consumption can lead to self-threat. This type of self-threat occurs if the truth revealed to others can motivate
consumers to lie in their interpersonal communications with others (Argo et al. 2006). Such lies can include the
price of the product, the place it was purchased, and the authenticity of the brand. Revealing authentic product
information is believed by the individual to have the potential to diminish others’ perception of their value as a
person, especially when the communication recipient has a high socioeconomic status (Sengupta et al. 2002). For
example, someone who is wearing a fake Gucci watch can feel self-threat if others, especially those who can afford
to buy real Gucci watches, find out about the fake brand the person is wearing. Evasion, which can be used instead
of lying, is another approach consumers use to protect the self when responding to unpleasant questions within their
communication network (Rogers & Norton 2011). As well as information revealed by consumers about their
consumption choices, the information revealed in advertisements and other consumption contexts can also be a
source of self-threat. For example, the idealised images of the human body, as depicted in beauty advertisements,
can result in self-threat, since the difference between consumers and the models is so significant that using that
product cannot compensate (Groesz et al. 2002). In another example, promotions related to price levels resulting in
the realisation that others have purchased the same product at a lower price can result in self-threat (Argo et al.
2006). This is the result of consumers thinking self-critically because others have outperformed them in finding
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lower priced products. Receiving radio counselling might lead to self-threat since talking about psychological issues
on a live radio program connotes that the person is not in a healthy mental state (Raviv et al. 1991). In this case, the
publicity of counselling is the trigger for self-threat as people do not like to be associated with negative qualities
such as mental illness in a public domain.
While consumption related decisions can be a source of self-threat, consumption is also used to reinforce the
threatened self and defy self-threats. Compensatory consumption occurs when individuals consume to enhance
aspects of their self-view through “acquiring, thinking about, and consuming products and brands that are imbued
with symbolic properties” (Lisjak et al. 2015, p. 2). Based on the main aspects of symbolic self-completion theory
(Wicklund & Gollwitzer 1981), compensatory consumption recognises the importance of acquiring symbols that can
help individuals bolster the threatened self. There are also two different consumption modes that can be used to
counter self-threat; compliant consumption and defensive consumption. Compliant consumption happens when
consumers adopt the product or brand that causes the self-threat. They will then use them as a means of improving
the threatened self (Eisenstadt et al. 2002). For example, some people might consider using anti-aging products as a
self-threat because it implies that they are old. Instead of rejecting the product, such people can use it in order not to
look old anymore. In contrast, in defensive consumption, consumers dismiss the brand or product to degrade the
source of threat (Wan et al. 2009). Defensive consumption is expected to be the reaction of consumers towards a
cinematic derivation when it causes them self-threat. Such self-threat can be the consequence of self-identity
conflict, autobiographical obsolescence, or memory contamination. This warrants a further exploration into the role
of self-identity in consumption.

2.2.2.3

Self-identity and consumption

Consumption and self-identity are undeniably connected in contemporary society (Elliott & Wattanasuwan 1998a).
Consumption is the stage where social life takes place. Markets work as mediators between a meaningful life and the
material and symbolic resources on which the meaning in life depends (Firat & Venkatesh 1995). Consumption is
used not only to develop a sense of self-identity, but also to position consumers in a society where many judgements
are made according to possessions (Shankar et al. 2009). Buying a motorbike, such as Harley-Davidson, or doing an
activity, such as playing golf, might expand beyond their functional utilities and allow individuals to shape, and
project, their sense of self-identity. It appears that the sense of ‘being’, which people desperately crave, can be
acquired by consumption. Slater (1997) recognises consumption as a meaningful activity to illustrate that any
voluntary consumption experience carries some kind of symbolic meaning. Commonly shared or individually
accepted, these meanings are used to both create a sense of identity and communicate that identity to others
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(Wattanasuwan 2005). Consumers might be motivated to consume certain items, such as luxury goods, for the selfimage that the items provide for them (Gil et al. 2012). Consumers might even avoid certain consumption
experiences in order to bolster or maintain their sense of self (Giddens 1991). Hence, choosing both what to buy and
what not to buy play a significant role in consumers’ sense of self-identity.
Postmodernity is identified as one of the main reasons that consumption has become a central aspect of individuals’
identity projects. Postmodern philosophers have raised the issue that there is not any grand narrative or meta theory
which can provide a sense of self-identity for people (Hardt & Negri 2001). Rather, self-identity construction is an
ongoing process at the individual level through which multiple diverse identities can be constructed (Abrudan 2011).
The solid and heavy sense of self-identity in modern society is now transferred into a light and liquid one in
postmodernity (Bauman 2013b). Aspects of self-identity are more context-based and can shift as contexts change.
Consumption accounts as an important factor in shaping and reaffirming self-identity in postmodern societies as it
can provide a reliable resource for identity projects (Campbell 2005). The fact that there is no global referent, such
as science, truth or God, for self-identity in postmodern societies enhances the role of consumption in construction,
representation, and confirmation of identity projects (De Zengotita et al. 2019). The more global, and yet dispersed,
postmodern society has become, the more consumers have tried to negotiate their lifestyle among a variety of
consumption choices (Giddens 1991). All of these choices aim to provide a sense of identity which consumers
desperately crave (Gabriel & Lang 2015). In the postmodern marketplace, consumers are recognised as meaningseeking individuals who make consumption choices according to not only a product’s utilities but also its symbolic
values (Dittmar 1992). The function of these symbolic meanings can operate in two directions: inward, in order to
construct self-identity, and outward, in order to create the social world (Elliott 1999). Although the variety of
consumption choices, and the important role they have in constructing consumers’ identity, can create a sense of
anxiety (Warde 1994), the role of consumption in consumers’ identity projects is recognised to be predominantly
positive (Mason & Pavia 2014).
The link between consumption and self-identity is so significant that possessions are considered as a part of the
consumers’ self (Belk 1988). The notion of material self is akin to this relationship between consumption and selfidentity (James 1890). Consumers buy items mainly for what they mean to them (Levy 1959). The importance of
possessions in shaping the self is further elaborated in extended-self theory where people are identified by what they
own (Belk 1988). In this theory, possessions are recognised to work as a medium to illustrate consumers’ identity.
The phrase ‘we are what we have’ clearly demonstrates the link between consumers’ self-identity and their
consumed items. Consumers use material possessions they purchase, such as cars and fashion items, and
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consumption experiences, such as holidays and movies, as parts of their extended self (Dittmar et al. 2014; Gilovich
et al. 2015). The psychic energy consumers invest in a possession to create, control, or know, makes the consumed
item part of self (Wattanasuwan 2005). Sartre (2001) went even beyond possessing objects and elaborated how
people make items part of their self just by seeing them. This expanded notion of extended self can be used to
explain why window shopping is pleasurable for consumers (Wattanasuwan 2005).
Consumption is also recognised as a means to project, maintain, protect, and boost self-identity (Croghan et al.
2008). Here, the symbolic values of consumed items, and not their functionality, is important (Mehta & Belk 1991).
Consumers construct their identity through what they consume. Certain objects or brands can be related to certain
qualities that a person wants to have, or wants to express to others, in their identities. For example, using paper bags,
instead of plastic bags, can help consumers show that they care about environmental issues. Prior studies have
shown the role of green self-identity, a sense of identity that pays attention to environmental issues, in using electric
cars (Barbarossa et al. 2017). Although meaning-making can occur for any consumed object, some possessions, such
as fashion items, are more useful in developing consumers’ self-identity projects (Thompson & Haytko 1997).
Research shows that sociocultural and historical contexts a person is familiar with, a consumer’s own prior
experiences, and the symbols and images provided by media, influence the type of possessions individuals use to
develop self-identity (Markus & Nurius 1986). In the example of the environmentally conscious consumer, that
person is more likely to live in a country like Sweden where cultural context recognises environmental issues to be a
major problem and not using plastic bags has a symbolic value. The same practice cannot result in the same
outcomes in a society with different cultural contexts and symbolic value systems.
In the realm of consumption, self-identity might appear to be simple but, in fact, it is quite complex. Such
complexity comes from two main sources: the nature of identity projects as ongoing processes and the level of
similarity to, and distinction from, others in such projects. Self-identity is not a given consistent attribute but an
ongoing process in which consumption plays a major role (Dittmar 1992; Gabriel & Lang 2015). Although
consumers have the free will to construct who they want to be, their free will is paradoxically limited by the values
with which they want to be associated (Elliott & Wattanasuwan 1998b). Consumers actively use the available
symbolic materials, which are symbolic resources, to construct a coherent narrative of self-identity (Thompson
1995). The ‘availability’ of such symbolic materials is determined by the social and cultural values with which
consumers want to be associated. Complexity of self-identity is also related to both how consumers distinguish
themselves from others, and how they identify themselves through becoming like others (Elliott & Wattanasuwan
1998b). Although an individual is identified as an independent person, the social and cultural context they belong to,
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as well as the groups they want to be associated with, are important for their sense of self-identity (Markus & Nurius
1986). Hence, consumption choices facilitate people to both demonstrate their self-identity as an independent person
and illustrate their level of association with others (Wallendorf & Arnould 1988).
There are two types of available symbolic resources – lived experiences and mediated experiences – which
consumers can use to construct their self-identity (Thompson 1990). Lived experiences refer to those face-to-face
interactions that people encounter in their everyday life. Since people are sure about the reality of such experiences,
they are rich resources for consumers’ identity projects. Mediated experiences, however, result from consuming
media products which can be spatially and temporally distant from consumers’ practical context of everyday life
(Elliott & Wattanasuwan 1998b). Nowadays, consumers have access to a wide range of mediated experience
through movies, books, television programs, and online environments. These mediated experiences can provide a
rich resource of personally selected materials to be used in consumers’ identity projects. Since consumers have
access to both lived experiences and mediated experiences as symbolic resources, it is up to them to choose which
type of resource they want to use to construct their self-identity. However, given the availability of mediated
experiences, consumers are provided with a growing range of opportunities to use as symbolic resources.
Consumers’ possessions can have certain intrapersonal symbolic meanings. An object might carry a range of
cultural meanings and consumer can recognise any of those cultural meanings once they possess that item (Ritson et
al. 1996). For example, a type of cultural clothing can have different meanings for any member of that culture.
Besides, the meaning of possessions is a dialectical process between the owners and the objects. Once that dialectic
is gone, the meaning associated with the object fades as well (Gabriel & Lang 2015). Wearing a Giorgio Armani suit
suggests belonging to a particular class and high status for a businessman but wearing the same suit will not result in
the same outcome for a doorman. Possessions might have different meanings when projected individually compared
to when they are projected with other possessions in order to express a coherent narrative of self (Douglas &
Isherwood 2002). For instance, a classic cassette tape recorder tells one self-story about the owner while the same
tape recorder playing a Michael Jackson’s song tells a different self-story. In the former scenario, the cassette tape
recorder shows the owner is into antique and nostalgic items. The recorder can play any cassette including those of
Michael Jackson. In the latter, the focus is moved to Michael Jackson’s music, and the memories that the person has
with his music, and how his music was first introduced through cassette tapes.
Consumers’ possessions can have certain interpersonal symbolic significance as well. Symbolic consumption is not
only used to create meaningful connections with relevant social groups, but also the individual meaning a certain
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object has is considerably influenced by how other members of a relevant social group perceive the object (Kleine et
al. 1995). For example, wearing a Rolex watch does not project the desired social status if the other members of the
owner’s social group do not allocate the same meaning to this object. The meaning associated to possessions might
change according to the social context and convey different message to the relevant audience (Richins 1994). As
Dittmar (1992) emphasises, self-identity is evaluated by others. So, if a possession is supposed to be used to shape
self-identity, there must be a socially shared set of values associated to the possessions and how they represent the
owner’s sense of identity. Without such a set of shared values, possessing the item does not bring the identity-related
benefits that the item owner expects to receive.
The role of consumption in self-identity is not confined to what consumers want to have and want to be associated
with. It also contains what consumers do not want to have and do not want to be associated with (Hogg & Michell
1997). Creating a particular self-identity means that individuals tend to disassociate themselves from other selfidentities. In a consumption context, individuals try to resist, abandon, or avoid certain kinds of consumption in
order to be associated with particular self-identities (Gould et al. 1997). This type of resistance is different from
market-resistance where resistance is projected as an act of anti-consumerism, like the No Logo movement that the
Canadian author, Naomi Klein, established to defy brand bullying, or a quest for alternative consumption choices
(Close & Zinkhan 2009). Rather, these aversions are ways for consumers to project their sense of self-identity. In
other words, ‘we are what we have’ changes to ‘we are what we do not have’. For example, a committed Muslim
refuses to drink alcohol because it defies their image as a faithful Muslim. An environmental activist refuses to use
plastic bags in order to strengthen their environmental stance. A teenage girl might abandon wearing her pink watch
if that watch represents a child rather than a teen girl. A man might stop wearing his favourite pair of shoes because
his ex-girlfriend has given them to him as a Christmas present.
Experiential purchases, compared to possessions, play a significant role in consumers’ identity projects. The social
relationships that individuals have with others account for a big part of their identity (Brown 2000; Tajfel & Turner
2004). Experiential purchases connect consumers more to others as opposed to material purchases, and hence can
contribute more to the consumers’ notion of self-identity (Gilovich & Kumar 2015). Although consumers can invest
significant psychological energy in their possessions and regard them as a part of their extended-self (Belk 1988),
this extension is still separate from the consumers. whereas in experiential purchases, the experience will be
embedded in the consumer’s sense of identity. For example, individuals might love their car very much and consider
it as their extended-self. But the car still exists out of their body. However, in the case of regarding an experiential
consumption, such as a trip, as a self-extension, the consumed item does not exist out in the world. Consumers are
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reported to regard experiential purchases as more central than material purchases to their identity (Carter & Gilovich
2012). Besides, studies in social connection illustrate that sense of similarity with others who have purchased the
same item is more intense for experiential purchases than for material purchases (Kumar et al. 2014). Movies
account as a major type of experiential purchases which can have a significant role in consumer’s identity projects.
Such a role is further explored in the next section.

2.2.2.4

Movie consumption and consumer’s identity projects

Movies are experiential purchases and can be closely linked to consumers’ sense of self-identity. Such a link has two
major aspects. First, consumers can use movies, just like any other consumed item, to construct their self-identity
(McQuail 1997). Although consumers can use any product to construct their identity, the hedonic nature and
emotional richness of movie consumption experiences can increase the chance that such products are used in
consumer’s identity projects. Second, consumers can identify themselves with the characters of movies. This type of
identity construction is confined to media products such as movies, books, and TV shows, and leads to a strong
emotional bond between consumers and the consumed media item (Tal-Or & Cohen 2010). Identifying with movie
characters can enhance the socialising ability of consumers, especially if they are in their childhood or early
adulthood (Cohen 2001). In this section, first the connection between movies and consumers’ identity construction
is discussed, and then the role of identification with movies, and movie characters, is explored.

2.2.2.4.1

Movies as identity construction material

Movies are recognised as hedonic products. Although consumption of most items includes a degree of both hedonic
and utilitarian dimensions, each of these dimensions might be more influential in certain types of products (Batra &
Ahtola 1991). Sensual pleasure is the most significant outcome of consuming hedonic products (Holbrook &
Hirschman 1982). Like other hedonic products, movies mainly rely on their emotional and experiential values rather
than functional utilities (Dhar & Wertenbroch 2000). The symbolic meaning that consumers associate to movies
play a major role in the emotional satisfaction resulting from consuming such movies (Haw et al. 2013). Prior
studies show that watching movies, as a hedonic consumption experience, includes more emotional processing than
cognitive rationalisation (Lofman 1991). Although this emotional aspect includes the visual and audio triggers, such
as the images and music of the film (Gross & Levenson 1995), the ability to internalise the movie storyline and
narrate it to others is also known to be a resource for consumers’ emotional satisfaction (Woodside et al. 2008).

Movie consumption experience has two main characteristics. First, the consumption experience of watching a movie
can be unique for each consumer (Fornerino et al. 2008). This uniqueness comes from the distinctive interactions
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that every consumer has with their consumption environment. Such interactions can provide certain meanings for
consumers through the cognitive and emotional processes that consumers experience while watching a movie
(Ladhari 2007). Second, movie consumption experiences are predominantly affective (Fornerino et al. 2008). The
emotional intensity of these consumption experiences can also vary from one consumer to another (Carù & Cova
2003). The intensity is more considerable for extraordinary experiences, whereas mundane experiences are reported
to evoke less intense reactions in consumers (Arnould & Price 1993). Movies are reported to produce a wide range
of emotions with regards to both intensity and valence (Ladhari 2007). Since interactions with others are an
important factor in the intensity of movie consumption experience, watching a movie on a big screen, which
facilitates more interactions with fellow consumers, is known to produce higher intensity consumption experiences
(Fornerino et al. 2008).
Like any other consumption item, there is a relationship between consumers and the media products, such as movies
and TV shows, they consume. Individuals’ sense of who they are plays a major role in the media they consume and
what media they consume impacts who people are (Sihvonen 2015). Although the importance of using media
products in shaping identities is more considerable among young people (Steele & Brown 1995), media play a major
role in the consumers’ identity projects in general. Because of the close tie between media and other popular culture
areas such as fashion, the media individuals consume can affect other consumption contexts (Badaoui et al. 2012).
As Zemmel (2012) notes, one of the main function of media products is what they do for their consumers’ identity
projects. Consumers can use media products, such as movies and TV series, to construct their identities (Thompson
1995). Although marketers used to consider such media as platforms to post advertisements, this initial view has
significantly changed (Calder & Malthouse 2008). The materials provided in media products have rich social and
symbolic meanings, which make such products an important resource for consumers’ identity projects. Focusing on
the entertainment aspect of consuming media products, Kozinets (2001) recognises the same role for media products
in consumers’ identity projects. Media products require a certain level of attention and interpretive activity in order
to be consumed, which increases consumers’ involvement with the media products and the chance that such
products can be used in the identity projects (Thompson 1995). For example, there are online forums where people
can write about their favourite movies or TV series, such as The Lord of the Rings, and discuss their consumption
experience of such products with like-minded others. For many of those who engage in such discussions, The Lord
of the Rings is a part of their identity projects.
Consumers consider different elements when they want to consume movies. Consumers can rely on both subjective
features, such as the feeling that watching a movie can evoke, and objective features, such as actors and directors of
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a particular movie, when they want to choose a movie (Cooper-Martin 1991). While objective features highlight the
importance of star power (De Vany & Walls 1999), the subjective features emphasise the importance of the
experiential aspect of movies since subjective features are closely related to the experience of consuming a movie.
Cinematic derivations are connected to their original versions and this connection provides a deeper level of
experiential enjoyment for viewers. The prior knowledge that consumers have from original films facilitates
consumers’ choice as they can evaluate the new derivation according to their mental image of the original version,
before consuming the new item (Bohnenkamp et al. 2015). If the cinematic derivation fails to provide this mental
image, or if consumers perceive it will fail to provide this image, consumers might react negatively towards the new
product. However, there are other studies suggesting that using famous actors and directors can positively affect
consumers’ choice of movies (Levin et al. 1997). Since there are limited tangible elements available to evaluate the
experiential product in some cases, the evaluation of experiential products can sometimes occur after use
(McFadden 1986). This characteristic of experiential products is why positive word of mouth and informational
inputs, such as critic and audience reviews, play an important role in how consumers choose movies (Sawhney &
Eliashberg 1996).
Movies are known as experiential products and their main focus is on the consumption experience (Cooper-Martin
1992). Movies can be used for the symbolic benefits that they provide for viewers (Kilian 2016). In the case of
movie consumption, fun and enjoyment are also among the main outcomes of the emotional stimulation that movies
provide as an experiential consumption (Eliashberg & Sawhney 1994). The enjoyment of consuming media items
can be explained via narrative transportation theory (Green et al. 2004). According to this theory, consumers are
immersed into the narrative world of the media items through emotional, cognitive, and imagery involvement. This
immersion results in emotional connections with characters, and self-transformation into a fantasy world. Such a
transportation is not a pure act of escapism but an active process which consumers use to get away from their
everyday life and experience another world where they can be connected with media characters as real friends
(Green & Brock 2000). For example, Harry Potter online fan clubs provide an environment where individuals can
communicate with fellow like-minded people about their shared favourite topics. In such communities, the
emotional connection between fans and characters creates a platform in which people from different parts of the
world can gather around a topic that attracts them all. This emotional connection can also facilitate consumers to
identify with the characters of their favourite media items such as movies. The notion of identification with media
characters is illustrated in the next section.
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2.2.2.4.2

Identification with movie characters

Identification with movie characters contributes to consumer’s identity projects (Cohen 2001). Self-identity is
related to how others perceive us. Viewers can experience different perceptions and perspectives via the medium of
film. For example, sexual identity is closely linked to sexual roles. Watching movies can show consumers how
others, in this case movie characters, look at sexual roles. Such identification also demonstrates social reality to
consumers (Erikson 1968). For example, when consumers identify with John Rambo, they can experience how
American society treated Vietnam war veterans. Identification plays a major role in self-identity during adolescence
as a person tries to identify themselves in their parents, friends, and other social groups (Mead 1965). However,
consumers can use media products, such as movies, for identification too (Hoffner & Cantor 1991). Since
identification with others is especially important during adolescence (Erikson 1968), it can be expected that
consumers have watched movies with characters that they have identified with during their adolescent/emerging
adult years (Holbrook, 1993). The impressionability of consumers at that age is the reason why parents are sensitive
towards movies, or any other media products, that encourage extreme or dangerous behaviours (Meyrowitz 1994).

Identification with movies is defined as the imaginative process that watching characters can invoke in consumers
(Cohen 2001). The intensity of such responses can vary from one consumer to another (Wilson 1993). Identification
makes audience members imagine themselves as the characters and virtually experience what the characters are
going through (Barker 2005). When identification is intense, consumers tend to temporarily drop their own personal
and social identity and adopt those of the characters with whom they identify. In such cases, the consumer adopts the
character’s goals, comprehends the storyline from the character’s perspective, and experiences failures and
accomplishments as the character does (Oatley 1995). Hence, the consumer takes the happiness and anxiety of the
character as if they were their own. Even if the knowledge of consumers, with regards to the storyline and other
characters, is not identical to that of the character in many cases, they can still identify with the characters (Zillmann
1995). In the case of cinematic derivations, especially in adaptations and remakes, the audience knows more than the
character, but that knowledge does not stop them from identifying with the characters.
Identifying with media characters is different from other kinds of audience relationships with characters, such as
sympathy, and also other types of identification, such as identification with parents (Cohen 2001). Identification
occurs when the audience takes the perspective of the character and feels with the character, unlike sympathy in
which the audience feels about the character (Oatley 1999). Identification is not an emotional bond between
consumers and characters. Rather, the ‘becoming’ aspect of identification makes the character, and the movie,
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temporarily a part of the consumer’s self. In other words, the fine line which separates the consumer and the
character disappears and the character becomes the consumer’s temporary identity. The psychological distance
between consumers and the characters is small, which enables consumers to see things from the character’s
perspective (Barker 2005). However, in other relationships between audience and characters, such as spectatorship,
such a distance is significant and enables the audience, if they want, to feel detached from the character (Wilson
1993). Although such a distance can be useful in critically evaluating a media product, it negatively impacts
consumers’ identification with the characters (Fiske 2010). Identification is not, however, an attitude, emotion, or
perception, but a process in which consumers gradually lose self-awareness and temporarily replace themselves with
the character of media products. The context of media products, such as movies, is a rich resource for such an
identification, as the director and script writer have intentionally created their characters in a way that consumers
can identify with them. Hence, less work is required from people to identify with media characters in comparison
with the time that they identify with parents and public figures. Rather than projecting themselves onto another
person or group, identification with media characters is the result of adopting another hypothetical person’s
perspective (Cohen 2001).
Identification is also different from other types of audience responses to media characters including affinity which
refers to liking or disliking characters; similarity which relates to how similar a character is to audience; attachment
which refers to the sexual and romantic attractiveness of the character; and, imitation which is the consumers’
tendency to imitate a certain character in real life (Hoffner 1996; Newton et al. 1986; Reeves & Miller 1978).
Affinity and similarity contain a notion of judging characters which requires consumers to be self-aware. This
contradicts with identification as, to pass such a judgement, consumers need to position themselves outside the
context while identification requires them to position themselves inside the context. In other words, as Cohen (2001)
notes, similarity and affinity put the character external to the self, whereas in identification, no such distinction is
recognised between consumers’ self and the characters. Imitation is a behavioural concept which describes how
individuals can acquire new behaviours by learning from a model (Tal-Or & Cohen 2010). Unlike imitation, in
which learning from characters is a main aspect, identification does not contain a learning aspect from characters,
although it might occasionally lead to imitation (Wiegman et al. 1992).
Four central dimensions are noted for identification (Cohen 2001). The first dimension is the level of empathy and
how much consumers share feelings with the characters, such as happiness. The second dimension is a cognitive
aspect which refers to how much consumers share the perspective of the character and understand the character’s
motivations and behaviours. The third dimension pertains to how much consumers have internalised the goals of the
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characters. The fourth dimension is how much consumers lose their self-awareness when they are exposed to the
movies. Consumers can engage with media products at different levels of intensity (Wilson 1993). Consumers
identify more with a character when they are more absorbed in the text, better understand the character, and better
adopt the character’s goals. These dimensions not only increase the level of enjoyment that viewers receive from
consuming the movie, but also enhances the identity connection between the viewer and the film (Cohen 2001).
The relationship between a certain consumed item, whether product, service, or experience, and a consumer’s
identity can influence how the person treats that item. When an item is closely linked to one’s identity, they are
more likely to consider the object as a part of their extended self and react negatively if they lose that item (Belk
1988). Other depictions of losing identity related items, such as donating or disposing of such items, can also be
unpleasant for consumers. People are less likely to dispose of and more likely to recycle those products linked to
their identity (Trudel et al. 2016). Consumers are also reported to be less willing to donate those items related to
their identity (Winterich et al. 2017). Disposing of an identity-linked item can be symbolically regarded as
abandoning or throwing away a part of consumers’ self-identity. Considering the importance of identity related
items, consumers tend to avoid such a situation. Although the consumed item in the above studies referred to a
physical product, the same reaction can be anticipated if the identity related item is a media product. So, it can be
argued that if a media product, such as a film, is closely linked to one’s identity, reproducing that film as a remake
or any other type of cinematic derivation might be considered as an unpleasant act of disposing of, or tampering
with, an important part of consumers’ self-identity.
The role that movies have in consumers’ identity projects can be an important factor in rejecting cinematic
derivations. This study argues that consumers are encouraged to reject a cinematic derivation if the original version
is part of their self-identity. The reason for such a rejection is that consumers might consider a cinematic derivation
as a self-threat when the film is closely linked to their identity. The new versions might make viewers feel naïve or
stupid to have loved the original title. For example, the highly appealing visual effects of a remake might make
consumers feel stupid to have liked the original version which has more rudimentary visual effects. The same result
is suggested for movies that contain characters with whom consumers have identified. The reason for such a
rejection, is that cinematic derivations can be considered as a meddling with consumers’ identities which are
supposed to remain intact and solid. For example, someone who has identified themselves with Atticus Finch, the
main character of To Kill a Mockingbird (Mulligan, 1962), might reject a prequel like Go Set a Watchman, where it
is revealed that Finch held certain racist attitudes. It should be noted that different people can have different
perceptions about a movie and its cinematic derivations, but these different perceptions do not necessarily mean
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different realities. The reality of the film, after viewers encounter its cinematic derivations, does not change.
However, viewer’s perception of the original film is negatively affected after such encounter. Although self-identity
theory can explain rejecting cinematic derivations, there are two other possible theoretical explanations for this
phenomenon one of which, autobiographical obsolescence, is explained in the next section.

2.2.3 Autobiographical obsolescence
“The past remains vital to our utmost being” (Lowenthal & Jenkins 2011, p. 1). This is what Professor David
Lowenthal says about British heritage. In an online survey conducted by British Heritage, cricket, Big Ben, a cup of
tea, Pride and Prejudice, The Origin of Species, and John Constable’s Hay Wain are all noted as British heritage
iconic resources (Henderson 2010). This phenomenon is not confined to the British as other nationalities also use,
and prize, their past to enhance their present and future (Gregory 2015; Weiler & Gutschow 2016). At the individual
level, the past has the same vital role for people, as individuals use their past to enhance their life and extract
meaning (Gonzalez et al. 2011). The present is understood as a meaningful temporal extension of the past (Bluck &
Liao 2013), and both the past and the present serve as the ingredients for a life story narrative which provides
existential meaning to individuals (Bluck & Habermas 2000). What happens however, when the past can no longer
serve these purposes? What happens when techno-social changes, such as the interactive social media platforms like
YouTube, make the present very different from the remembered past; when these changes over time cause the past
self, or an element associated with it, to be altered so significantly that the past self is no longer recognised by the
present self? It would be like Big Ben had been demolished and replaced by a modern, digital clock. Past memories
associated with Big Ben would become obsolete and harder to share with younger generations.

Autobiographical obsolescence refers to the notion of experiencing disconnections in memories between
autobiographical past and present (Areni 2020). Autobiographical obsolescence can lead to self-threat through not
being able to meaningfully connect the lived past to the present and the anticipated future. Once meaningful
connections between the past, present, and future cannot be maintained, the sense of self-continuity is jeopardised.
Self-continuity is an important factor in maintaining ontological security and psychological wellbeing. The past is
used as a cornerstone of the present and future with regards to self-continuity and life meaningfulness (ErsnerHershfield et al. 2009; Hermans 1989). For example, a 70-year-old man considers his 1982 Chevrolet a classic
vintage car and not a fuel-inefficient, environmentally hazardous vehicle. But once the past is no longer regarded as
a treasure, the benefits of self-continuity and life meaning are threatened. In such cases, the past ‘me’ will be so
different from the present and future ‘me’ that it will not be possible for all of them to be real; either the past ‘me’ is
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obsolete and no longer make sense, or the present and future ‘me’ are irrelevant. In other words, the past can no
longer be used as a basis for the present and the future. In most cases, there is an external event that triggers
autobiographical obsolescence. The reason is that most psychologically healthy people can create a meaningful
connection between their past, present, and future in normal circumstances.
Autobiographical obsolescence can be demonstrated in three ways including age recognition, feeling dated, and
feeling disconnected from younger generations. These all refer to the notion that the past can no longer be used as
the cornerstone of the present and future. As people age, they usually tend to look at aging as a source of wisdom
which can benefit both their lives and others (Grossmann et al. 2012). People do not regard aging as a path leading
to the inevitability of death. Considering aging as getting closer to death makes the past feel useless as there is no
present or future for which the past can be used productively once people are dead. Autobiographical obsolescence
can also be seen when people feel dated. Individuals consider their past and the things associated with it as authentic
and valuable (Baldwin et al. 2015). These are the qualities which are not harmed but enhanced as time goes by.
Once those qualities are replaced by the term ‘dated’, the past can no longer be useful for the present and the future.
One definitely likes to be associated with something authentic but not with something dated, since ‘dated’ has a
negative connotation. Furthermore, autobiographical obsolescence occurs when memories of the past have no
meaningful context in the present. For example, it is hard to explain floppy disks to new generations. Hence,
individuals can regard the trigger of this sense of ‘dated’ as disrespectful, insulting, or an assault on their past.
Although feeling old and feeling irrelevant might appear to be closely linked, feeling old does not necessarily lead to
feeling irrelevant. Prior studies show that, as people age, their need to receive caregiving services, either from their
family or certain institutes, is increased (Hudson 2010; Karel et al. 2012). This issue might suggest that older people
feel irrelevant since they have to rely heavily on others to do their basic works. However, cognitive decline and
other types of psychological problems are not inevitable consequences of aging (Horstman 2012). Furthermore,
most older people stay in their healthy condition and they do not need constant assistance from others (Dawson &
Sterns 2012). Hence, feeling old does not necessarily end up in feeling irrelevant.
As people age, they can also become disconnected with younger generations. The association that a person has with
their past can also be transferred to the items which represent their past (Higson 2014). For example, one can regard
the fashion style, such as a pocket watch or wristwatch, which was popular when they were younger, as really
stylish. Even experiences, such as watching movies on big screen when compared with watching movies on smart
phones, can carry the same value. As long as there is no proper substitute for such items, no matter how old these
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items are, other generations are required to use them. The association that the person has with such items can satisfy
the person and provide them with a sense of relevance and importance. This sense of relevance also facilitates the
connection that people need to have with others (Baumeister & Leary 1995). Such a sense of connection with other
generations can be damaged when there is a new substitute for that item to which younger generations can better
relate. In such cases, younger generations might pay more attention to the new item. The person might regard the
abandonment of the old item as the abandonment of themselves. Having an ‘original version’ of their own, new
generations can become independent from the person, the person’s past, and items which are associated with their
past. For example, Nancy, a hypothetical consumer, has watched and loved the original title of Total Recall
(Verhoeven, 1990). The remake of this movie, Total Recall (Wiseman, 2012), can result in autobiographical
obsolescence in three ways. First, the fact that this film is remade shows that it is old. If viewers expand the notion
of being old to their own sense of self, the remake can make Alice feel old too. Second, the same thing can be
recognised for making her feel irrelevant. Third, the remake can make Alice feel disconnected from younger
generations, because such generations, including her own children, nieces, and nephews, will have their own
“original version”- the remake.
Furthermore, for much of human history, education took the form of older generations passing their wisdom to
younger ones. Such notion of education expanded from political and cultural issues to consumption patterns and
social roles (Acock & Bengtson 1978; Matthews & Howell 2006; Viswanathan et al. 2000). When the connection
between generations is sabotaged, due to techno-social changes, this notion of education will also be lost. Thus, the
items of the person’s past, which used to provide a sense of relevance, importance and connection, can no longer
serve those purposes. In all three depictions of autobiographical obsolescence, in order to be able to continue using
the past, individuals are expected to reject those things that make that past obsolete.
Movie remakes, as one type of cinematic derivation, can result in autobiographical obsolescence through the three
ways discussed. First, watching a cinematic derivation might make consumers conscious of their advancing age, the
fact that they might not have got that much more time to live, or how they have aged so fast. Second, one of the
main reasons to produce a movie remake is that the original version is dated (e.g., poor special effects, unfamiliar
actors). Consumers might expand this sense of being ‘dated’ to themselves. Hence, the fact that their favourite film
is redone, might imply that they are dated as well. Third, when a cinematic derivation is released, new generations
will consider that version as ‘the original version’. This might be regarded as a factor that distances consumers from
other generations. This problem can be intensified if the consumers’ significant others, such as children and
grandchildren, belong to those new generations who will have an ‘original version’ of their own. Although
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autobiographical obsolescence can occur when consumers encounter any other type of cinematic derivation
including reboots, sequels, prequels, spinoffs, and adaptations, remakes are more likely to result in consumers
feeling old, dated, or disconnected from other generations. The reason for such a phenomenon is that remakes can be
regarded as substitutes for the original movie whereas other types of cinematic derivations are not ‘the same film’.
Sequels and prequels are connected to the original movie but they have their own plot and characters which are
likely to be different from the original. They might even draw younger generations to the original to understand the
extended storyline of sequels and prequels better. So, the original becomes more rather than less relevant in these
types of cinematic derivations. Adaptations are also quite different since they are produced in a new medium,
although they might share a storyline with the original source. The continuity and the link between the plots of the
original and sequel/prequel can also decrease the chance of autobiographical obsolescence since such continuity
shows that the passage of time is recognised (and respected) by the producers.
The following example shows how autobiographical obsolescence and self-identity conflict might occur after
watching a cinematic derivation. Adam has watched and loved Lion King (1994). The original animated version is
part of his identity. The cartoon is also a part of his autobiographical knowledge. He re-watches the movie often and
discusses it with others who also loved the film. When the live-action remake of Lion King is released, both his
identity and autobiographical relevance might be jeopardised. If John feels that he was naïve or stupid to have loved
the original cartoon, perhaps because the cartoon version now seems childish to him, he may experience self-identity
conflict. Hearing others talk about how much better the remake is might have this effect. If the remake makes him
feel old, irrelevant, or disconnected from younger generations, he may experience autobiographical obsolescence. If
he were to mention Lion King to his nephew, who then begins talking enthusiastically about the remake and not the
original that John loves, he might experience autobiographical obsolescence. Autobiographical obsolescence, along
with self-identity, account as two competing theories of the theoretical framework of this study. The third, and last,
part of the framework is elaborated in the next section.

2.2.4 Memory protection system
Consumption memories are among the most significant elements that consumers can gain from any consumption
experience (Sthapit 2019). Prior studies show that consumers are happier when they anticipate more favourable
consumption memories (Kahn & Wansink 2004). Consumption memories also have an important role in post
purchase evaluation of consumption experiences (Cowley & Caldwell 2001). Cinematic derivations can jeopardise
the long-held cherished memories of prior consumption experiences. Although contamination of consumption
memories appears to be similar to autobiographical obsolescence, the two concepts have certain differences. While
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remembering the past is a major aspect of both, autobiographical obsolescence refers to how individuals relate to the
present world around them whereas contamination of consumption memory refers to how they relate to their own
past. Memory contamination concerns distortion of the memory of the original experience. This is not an aspect of
autobiographical obsolescence, where the memory can remain clear and enjoyable to reminisce upon, but has no
place in the present or the future. For example, one might return to a theme park where he once had a fantastic
experience. If the park is not as enjoyable the second time around, memory contamination might occur, because
memories of the second experience contaminate those of the first. One the other hand, if the park has been torn
down and replaced by a luxury hotel, this is an autobiographical obsolescence threat.

Individuals tend to regard their consumption memories as assets to be protected. This is the main idea projected in
the theory of memory protection system (Zauberman et al. 2009). The importance of memories lies in the value of
consumption memories in post-consumption enjoyment. Consumers try to increase such enjoyment by preserving
their consumption memories through activities, such as taking photos (Diehl et al. 2016). The memory protection
system provides a mechanism which consists of those behaviours that people think they can use to protect memories
of their prior consumption experiences. These prior experiences are those which consumers want to look back on in
the future and enjoy again via reminiscing and discussing these experiences with important others. Strategic memory
protection mechanisms include two different approaches. Thje first is memory protection through avoidance. In this
approach, individuals tend to avoid any situation that threatens their specific memories. These memories are the
ones that provide the ability for individuals to derive utility from them in later stages of their lives.The second,
memory protection through acquisition, tries to attain memory pointers to help people recollect those specific
memories in their later stages of life. As an example of the avoidance approach, a couple may be motivated not to go
back to a certain destination if their prior travel experience was very pleasant and they often discuss and reminisce
about this trip. Using the acquisition memory protection approach in the same travel scenario, the couple might
purchase an item with which to remember the travel experience. As the theory of cue diagnosticity suggests,
consumers prefer those cues which better distinguish different product alternatives (Akdeniz et al. 2013). So, when
they want to but a memento by which they can remember a trip, they choose those which uniquely correspond with
the experience they want to remember. For example, a small statue of Eifel tower is a better cue for a trip to Paris
rather than a map of the city.
Consumers can regard the memory of watching their favourite films as assets. In that case, new derivations of such
movies can contaminate such valuable assets. Watching cinematic derivations may prevent viewers from enjoying
the original title again because watching the original can evoke memories of the cinematic derivation. This means
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that the memories of the original film, which are regarded as assets, can no longer be reused as an asset. Rejecting
such new versions at the first place can be a reaction from consumers to protect their cherished memories of the
original title.
Memory of a consumption experience is one of the main benefits of a consumption experience. Three utilities can be
obtained from a consumption experience: anticipation of the consumption experience, the experience itself, and the
memory of the experience (Loewenstein & Elster 1992). Although the memory of the consumption experience is
just one type of utility that consumers can gain, there are studies which show the importance of this utility. Based on
the notion of strategic memory protection system as a theoretical foundation, collectable experiences denote that
consumers are willing to sacrifice some of the expectedly enjoyable experiences to attain novel and extraordinary
ones (Keinan & Kivetz 2011). Collecting memorable experiences, also known as memory management, is also
based on the impression that consumers evaluate variety more than enjoyment (Ratner et al. 1999). There are some
items, known as memorable goods, when consumers can achieve utility in the present by remembering the
consumption memory from the past (Hai et al. 2020). This shows the importance of consumption memory as a
utility which can be consumed in both present and future. For example, discussing previous vacation experiences
with family and friends can be enjoyable whether it happens during the vacation or after it.
Among all types of consumption memories, media consumption memories – memories of consuming film, music,
radio, television, internet, and social networks – have a significant place, as these virtual products account for a
substantial proportion of consumption items (Kellner 2003; Strelitz 2002). Individuals rely on media to construct
identity-related perceptions including social class, race and ethnicity, sexuality, value systems, and ethical codes
(Kellner 2011). This attempt to construct identity using media consumption can lead to particular outcomes (Gray
2007). Fans can actively recreate their favourite cultural norms and lifestyles through regular festivals such as
Comic Con, or try to experience their favourite fictional environment in real life (Kohnen 2014). Such experiential
consumption memories can be regarded as important assets for consumers. If consumers consider their memories of
watching an original movie as such an asset, its cinematic derivations can contaminate that asset. Hence, to protect
the asset from contamination, consumers may reject the cinematic derivations. While this section was dedicated to
the role of consumption memories in rejecting cinematic derivations, homage and allusion are discussed in the next
section as the psychological bridges to mitigate self-threat.

2.3 Homage and allusion
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This manuscript has so far explored the factors that can cause a negative reaction in consumers when they encounter
cinematic derivations of their favourite movie. However, an important question remaining is whether there is a way
to mitigate this ontological security threat and prevent the rejection of cinematic derivation. There have been many
examples of successful cinematic derivations in cinema which support the idea that there might be a way to decrease
the chance of rejecting cinematic derivations. This section suggests a way which can facilitate the acceptance of
cinematic derivations by creating a connection between an original movie and its new versions which, at the same
time, can connect consumers to their past. This psychological bridge between consumers’ present and past is
referred to as homage.

Consumers tend to acquire items which they can later use to retrieve their consumption memories. Focusing on
possessions, Belk (1988) mentions photographs of happy occasions, trophies of sport accomplishments, souvenirs of
pleasant trips, and past romance memorabilia. Zauberman and his colleagues (2009) note the importance of such
totems in their strategic memory protection system and recognise that these items can work as memory pointers
which consumers can use in order to protect their consumption memory. They also recognise that specific cues, such
as a ticket to a soccer match in Milan football stadium, is better than a generic cue, such as a map of the city Milan,
for a trip that consumers have had to Milan. Homage in movies can work the same as such memory pointers to
increase the chance of acceptance in cinematic derivations.
Homage is the notion of paying tribute to an earlier film through intertextual referencing (Leitch 2002). The notion
of homage was initially introduced in cinema literature to protect the love for cinema (Cinephilia). Alongside
allusion, homage is one of two approaches which are suggested to protect cinephilia. Homage links the value of the
secondary artwork to the primary one in order to recognise the excellence of the primary artwork and prevent it from
being ignored or forgotten (Ng 2005). In contrast, ‘allusion’ is defined as “a mixed lot of practices including
quotations, the memorialisation of past genres, the reworking of past genres, homages, and the recreation of ‘classic’
scenes, shots, plot motifs, lines of dialogue, themes, gestures, and so forth from film history” (Carroll 1982, p. 52).
The act of memorialisation contains a sense of yearning for the past which intensifies the affective aspect associated
with the original artwork. Combined with the inevitable nostalgia for the primary version, the sentiment of ‘they no
longer make it the way they used to’ can create an emotional hole between an original film and its new derivations
such as a remake, sequel, and prequel. Homage and allusion, as protection approaches, can be used to make a bridge
over this hole and link an original movie to its cinematic derivations. For example, the director, Scorsese, asked
Gregory Peck, who was the main actor in Cape Fear (Thompson 1962), to play a minor role in the remake of Cape
Fear (1991).
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The concept of homage, and the psychological effects of it, have already been used in consumption context, for
example, sport fans collect ‘emblems’ as a homage to their favourite team (Redden & Steiner 2000). These emblems
act as a representation of belonging (Redhead 1993), and can work as “sacred relics” connecting the fan to their
sports clubs (Belk et al. 1989, p. 12). This psychological benefit of homage has not yet been explored in relation to
volitional reconsumption experiences through new/revised version of pre-existing products/services. The original
product/service can be considered a heritage brand. According to the taxonomy of heritage effects (Balmer &
Hudson 2013), remembering those brands that consumers have encountered during earlier stages of their lives is
known as reconstructed heritage. Reconstructed heritage can be used to produce items with which consumers are
more familiar. Consumers tend to find these heritage products more authentic, and hence more favourable, when
they have more similarities to the original product/service (Grayson & Martinec 2004). Thus, bringing a selected
heritage element into the new product can facilitate the acceptance of the new product (Alexander 2009). Such a
heritage element creates and demonstrates a sense of authenticity through linking the new product to the ideal type.
So, for example, bringing selected heritage elements of an original movie into the updated version of that movie, can
facilitate the acceptance of the remake.
When it comes to cinematic derivations, homage and allusion can be used as memory pointers to protect the memory
of the initial consumption experience. Although homage and allusion are recognised as ways to protect cinephilia
and their functions vary according to different genres and auteur directors (McDonnell 2007), this study expands
their meaning and function to an intertextual bridge that links the two artworks together; a bridge which can also
psychologically link consumers’ past to their present. Just like other memory pointer items, homage and allusion can
protect the initial consumption memory and enhance the enjoyment of post consumption experience memory which
are evoked through watching the cinematic derivations. Prior studies show the importance of homage and allusion in
cinematic derivations both to recognise the values of the original film and to add extra value to the original version
through updates and additions which better shape the new product for a broader cluster of audience (Leitch 2002).
However, they have not noted the psychological effect of it as a way to mitigate ontological security threats. Such a
psychological effect is recognised in this study.

2.4 Summary
This study aims at understanding what can motivate consumers to reject the cinematic derivations of their favourite
movies. In order to explore the possible reasons for such a phenomenon, a thorough review of relevant literature was
provided in this chapter which resulted in a framework depicted in Figure 3. First, negative existential consequences
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of cinematic derivations were elaborated through four underpinning constructs of ontological security, selfcontinuity, the coherence of life story narrative, and nostalgia. These psychological constructs contribute to
individual’s mental health and can be jeopardised when a cinematic derivation is watched. Then autobiographical
memories, as the major overlap of all three main theories of this study, was explained. Then self-identity, as the first
theory of this study, was explained and its role in consumption, and more specifically in consumption of movies,
was explored. Autobiographical obsolescence was then introduced as the second theory of this study. It was
explained how feeling old, dated, or disconnected from other generations could result in rejecting cinematic
derivations. The memory protection system, the third theory of this study, was then elaborated and the role of
consumption memories in rejecting cinematic derivations was explored. At the end, homage and allusions were
identified as potential psychological mechanism through which the existential threat of watching cinematic
derivations could be mitigated. While this chapter provided a theoretical foundation for this research, the next
chapter will elaborate how the research is conducted.
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3 Chapter 3
Research Methodology
This chapter aims to inform, explain, and justify the research design used to explore why some consumers reject
new derivations of their favourite films. This chapter starts with explaining different research paradigms,
philosophies and philosophical assumptions. Then research designs are explained. The data collection methods,
including sampling and recruitment, are discussed and justified. In the latter half of the chapter, data analysis
methods and ethical considerations are discussed as key features of this empirical study.

3.1 Research paradigm
Initially identified as a philosophical way of thinking (Kuhn 2012), the research paradigm, or worldview, plays a
major role in guiding actions in a research project (Guba & Lincoln 1994). A paradigm is a way of examining
social phenomena to provide specific understanding and explanations (Saunders et al. 2009). A research
paradigm essentially constitutes the principles that shape how researchers view the world (Kivunja & Kuyini
2017). The importance of a research paradigm is so significant, that some scholars have recognised the choice of
methods as secondary to the choice of paradigms, since the latter guide the entire investigative process of a
research project (Guba & Lincoln 1988). Hence, scholars should choose paradigms carefully in order to better
target their research problems (Johnson & Onwuegbuzie 2004).

According to (Creswell & Poth 2016), there are four types of research paradigm including, positivism,
interpretivisim, participatory, and pragmatism. In positivistic paradigm, functional relationships among different
factors are explored through research projects which have specific characteristics. Such studies are usually
quantitative, employ deductive research approach, and explain a priori hypotheses (Park et al. 2020).
Interpretivism is another worldview commonly used in which the focus of researchers is aimed at better
understanding the world surrounding them. In such studies, a subjective meaning of individual’s experiences,
directed towards a certain objects or elements, is developed investigating participants’ views and experiences of
the situation (Creswell & Poth 2016). Subjective meanings are socially and historically negotiated, in that such a
meaning is shaped mainly through interactions with others. Such meanings are also influenced by cultural and
historical norms that dominate individuals’ lives (Denzin et al. 2005). A participatory worldview calls for, or at
least contains an agenda for, actions that can benefit individuals’ lives (Heron & Reason 1997). Such a paradigm
is mainly present in fields such as law or humanity studies, where there is a concern with ameliorating issues
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such as exploitation and hegemony (Manning & Stage 2015). Studies using a participatory paradigm usually
start with an important issue in society, such as a need for more powerful environmental awareness, and end
with an agenda for change in order to solve or ameliorate that issue (Kemmis & Wilkinson 1998). Pragmatism,
as a research paradigm, refers to the notion of choosing those philosophical and methodological approaches
which work best for the research problem at hand (Teddlie & Tashakkori 2009). Mainly using mixed methods
for data collection, researchers using this paradigm consider the historical, cultural, and social contexts in which
their research occurs (Cherryholmes 1992). This paradigm has often been used among scholars who have a more
practical approach towards research as a means for problem solving (Morgan 2007). Although these four
paradigms are widely used, other scholars have recognised other types of research paradigms.
Research paradigms contain certain assumptions which demonstrate how researchers view the world. These
assumptions influence not only research strategies, and through that what researchers do to answer research
questions, but what it is that researchers try to answer in the first place (Saunders et al. 2009). The four
philosophical assumptions include; ontological stance, epistemological stance, methodological stance, and
axiological stance (Guba & Lincoln 1994). Ontological assumption refers to how researchers look at the nature
of reality and essence of a research phenomenon. Such assumptions are crucial to determine what makes sense
in a research context (Scotland 2012). For example, it is believed in positivism that the nature of reality is
objective, external, and independent of social factors whereas the same notion is regarded to be subjective and
related to social factors in interpretivisim. Epistemological concerns refer to what is counted as knowledge, and
how researchers can find out about a research topic (Cooksey & McDonald 2011). Questions such as ‘what is
the nature of knowledge?’ or ‘is knowledge something that needs to be directly experienced?’ help researchers
to situate themselves in the research context and find out what is, and is not, new (Kivunja & Kuyini 2017).
Meanwhile, axiological assumptions relate to the role of researchers’ values in interpreting data (Biddle &
Schafft 2015). Axiological assumptions determine what researchers consider right and wrong in terms of ethical
considerations, both in the design and treatment of participants, as well as in the storage and presentation of
data. Finally, methodological assumptions explain the process of research (Guba & Lincoln 1994) and include
the systematic tools and procedures through which data is gathered and analysed (Mackenzie & Knipe 2006).
Although each of these assumptions are seemingly separate from each other, they are linked to each another.
This means that, for example, the ontological stance of a researcher can have a role in the methodology chosen
to conduct the study (Mertens 2010). For example, if a study recognises the possibility of multiple valid
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subjective views of reality, it may be more appropriate to choose a qualitative research method to elaborate how
different individuals understand those different depictions of reality.
Research paradigms have different stances when it comes to their underlying philosophical assumptions. While
the nature of the reality is considered to be measurable, stable and observable in positivism, interpretivism
recognises reality to be socially constructed by different individuals and, hence, not fixed (Mack 2010). No
single perception of reality is accepted in pragmatism. There can be multiple or single concepts of reality and
they are all open to empirical study (Kaushik & Walsh 2019). Pragmatists believe that, although an objective
reality exists in the real world, this reality is deeply grounded in the social environment and cannot be
understood without the environment (Morgan 2014). As a result of its nature, the advocacy paradigm is not very
suitable for studies in marketing, and it is not considered as a possible paradigm for this study. A cry for social
change is not something that marketing studies are generally aiming to achieve. Hence, this section does not
include participatory paradigm stances when it comes to philosophical assumptions.
There are two ways that researchers view the nature of reality - objectivism and subjectivism - which are
important with regards to ontological and epistemological stances. In objectivism, reality exists independent and
external to the social actors whereas reality is thought to be dependent on social actors in subjectivism (Wahyuni
2012). In objectivism, social entities and social actors exist externally to each other, whereas in subjectivism,
social phenomenon is shaped through perceptions and actions of social actors (Saunders et al. 2009). This shows
the ontological stance of subjectivism and objectivism. This also shows the epistemological stance of
objectivism and subjectivism. Subjective meanings and the motivations behind actions of social actors are
important with subjectivism (Remenyi et al. 1998). Subjectivists signify that reality is potentially different for
each individual, so researchers, participants, and readers will all exist in their own reality. Subjective reality can
also be socially constructed, in that actions of social actors can be influenced by their surrounding environment
and how they make meaning out of it (Creswell et al. 2007). The actions of social actors can also be interpreted
by others as environmental factors which again highlights the importance of the socially constructed nature of
reality.
The ontological stance regarded in this study is based on the possibility that there can be multiple versions of
reality, on the basis that reality is socially constructed and experienced through individual perceptions and
interpretations that can lead to different realities (Szmigin & Foxall 2000). Different people can have different
perceptions about a movie and its cinematic derivations, which can lead to different types of reactions. A
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subjective ontological stance is mainly used in qualitative research projects in which each participant constructs
their own reality, all of these realities are recognised by researchers, the textual data represent participants’
worlds, and the diversity of participants’ lived experiences is projected in the results (Erlingsson & Brysiewicz
2013). Such multiple realities are depicted in qualitative research via various quotes from different people that
represent different viewpoints about the research topic (Moustakas 1994). When it comes to ontological stances,
the nature of reality is recognised to be stable, objective, external, and independent of social actors in positivism
while it is regarded to be subjective, socially constructed, and prone to change in interpretivisim. Nature of
reality is external and is chosen according to the research question in pragmatism (Wahyuni 2012).
Different paradigms have different stances in epistemological assumptions as well. When it comes to
epistemological assumptions, positivism recognises that the researcher and the topic under research are separate
entities and do not influence each other (Dammak 2015). There is not such a detachment between the researcher
and the topic under research in interpretivism since the interaction between individuals, along with the cultural
and historical context, contribute to understanding of knowledge (Creswell & Creswell 2017). Positivism is
comprised of data collection methods and approaches to analysis that should be closely followed by the
researcher, and where reality is assumed to be objective and measurable. In interpretivisim, researchers coconstruct the very reality that they are investigating is another main difference between interpretivism and
positivism. Knowledge is regarded as the product of experiences in pragmatism, the experiences which impact
the understanding of the world (Kaushik & Walsh 2019). Since individuals have unique experiences, their
knowledge is also unique and, hence, the knowledge is not a single reality among all but a product of individual
experiences which can differ from one person to another (Goldkuhl 2012).
Research paradigms have different stances in terms of their axiological assumptions. Axiological assumptions
refer to the value system of researchers which inevitably impacts their research study (Mertens 2010). The
importance of axiological assumptions lies with the fact that human actions are significantly influenced by a
human’s value system (Heron 1996). A researcher’s value system influences research topic, philosophical
approach, data collection method, and data analysis and interpretation (Saunders et al. 2009). In light of the
objective nature of the paradigm, axiological assumptions are not as influential in positivism as they are in
interpretivism. Positivist research projects are value-free which means the researcher is independent of the
collected data and can hold an objective stance (Wahyuni 2012). Value systems have a role to play in
interpretivism since researcher’s interpretation is impacted by what they consider as a value (Gunbayi 2020).
The researcher is a part of what is being researched and cannot have an objective stance towards the data
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(Wahyuni 2012). Depending on the research approach taken, axiological assumptions can be relevant in
pragmatism (Creswell 2009).
Considering an interpretivist’s research philosophy in the area of cinematic derivations, this research is more
value-bound, in comparison with other research paradigms, and the researcher’s value system guides the process
of primary data collection and analysis. The researcher believes that the functions of consuming films can be
expanded beyond the entertainment aspect. He believes that movies can have a significant role in constructing
identities. He also believes that, considering the importance of favourite films for viewers, it is likely that
viewers recognise their movie consumption memories as assets to be protected. Although the researcher’s
interest in cinema had a role in choosing this research topic, his opinion about whether cinematic derivations are
good or bad does not have much effect on the research question. Furthermore, the researcher does not judge
participants according to their choice of favourite films or their attitude towards the cinematic derivations.
Research paradigms differ in methodological assumptions. Experimental designs are used in positivism
paradigm to verify a priori hypotheses (Grix 2018). In interpretivism, researchers aim at understanding and
explaining phenomena in an inductive approach. So case studies, phenomenology, and ethnography are
generally used (Denzin & Lincoln 2008). Unlike positivism, that looks at knowledge as objective reality and
tends to use quantitative methodology, and interpretivism that recognises the subjective nature of knowledge
and uses mainly qualitative methodology, pragmatism has a more flexible approach to methodology (Feilzer
2010). Pragmatist scientists choose qualitative or quantitative research according to which one better covers the
research problem. Pragmatism is also associated with the abductive research approach (Morgan 2007). While
quantitative research is generally used in positivism and qualitative research is generally used in interpretivism,
mixed and multi-method research are often used in pragmatism (Wahyuni 2012).
An important aspect of methodological assumptions is the methodological approach towards reasoning.
Deductive methodology is used when there is enough theoretical foundation for the research and findings can be
compared with what theory has already suggested (Creswell 2007). Deductive methodology has certain
characteristics. It aims at exploring the causal relationship between variables and needs to have control in order
to test the hypotheses which are extracted from relevant theories (Saunders et al. 2009). Deductive methodology
is highly structured so that replications will be possible to assure reliability (Gill & Johnson 2002). Concepts
need to be operationalised so that it would be possible to measure the facts quantitatively (Robson 2002).
Generalisation and reductionism, which refers to reducing research problems to their simplest possible elements,
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are also among characteristics of deductive methodology. While deductive methodology is known to be useful
in scientific research, inductive methodology is usually employed to study alternative explanations of social
phenomena. This does not mean that deductive studies cannot be used to explore competing hypotheses about
social phenomena. However, inductive research methodology is usually chosen for such studies. Inductive
methodology also has its own characteristics. Such methodology is usually used when there is little theoretical
knowledge about the research topic. Some of the research questions might change through the study, and certain
strategy modifications might be required (Gioia et al. 2013). The detailed understanding about the research topic
is developed as the researcher goes through analysing the data (Aaker et al. 2008). Unlike deductive and
inductive research approaches, abductive research does not confine researchers within a theory-driven or datadriven perspective (Shani et al. 2020). Abductive research approach enables scholars to use their theories as the
cornerstone of their inquiry and to develop new theories as emerged from their data (Awuzie & McDermott
2017). An abductive methodology is used in this study. While the literature review provided a basis for the
theoretical framework, it is recognised that the textual data might suggest alternative explanations for rejecting
cinematic derivations that are not considered in the theoretical framework. Hence, an abductive research
approach is required to cover the research problem properly.
There are three reasons why the choice of methodological assumption is crucial for any research project
(Easterby-Smith et al. 2008). First, it can result in a more informed choice of research design. It does not only
affect the choice of data collection and data analysis methods, but also influences what is collected as data and
how such data can be interpreted (Saunders et al. 2009). Second, it affects what research strategy is chosen
(Crossan 2003). Third, understanding methodological approaches enables researchers to adapt their research
design to fit with the inevitable constrains better. For example, researchers need to adopt an inductive
methodology when there is insufficient knowledge about a research topic (Holden & Lynch 2004). Hence, in
order to cover the research topic as thoroughly as possible, an abductive research approach is selected to
consider not only the suggested reasons noted in the literature, but also new explanations discovered in the data
for rejecting movie reconsumption. Such an emergent nature has already been noted for qualitative studies, in
that data and preliminary results can lead to things which have not been noted in primary theoretical frameworks
(Erlingsson & Brysiewicz 2013).
Consumption of a certain film can have different meanings from one viewer to another. These viewers might
remember different scenes of the film and have different emotional reactions to it. Exploring movie
consumption requires a research paradigm that enables the researcher to explore viewer’s insights about their
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movie consumption experience. Hence, this study employs an interpretivist research paradigm as it tries to
develop an understanding of consumers’ viewpoints about their experience in rejecting cinematic derivations.
The viewer’s insights are then contextualised using the theoretical framework presented in the literature review
chapter. Studies using this paradigm have certain specifications including using open-ended questions and
recognising the importance of the researcher’s personal background. Open-ended questions enable participants
to provide their descriptions and reflections of a certain situation (Lee 2012). The researcher’s background is
also important as the personal, historical, and cultural background can impact the way their findings are
interpreted (Creswell & Poth 2016). This study is conducted with utmost effort in reducing the distance between
the researcher and research participants, because such a distance can prevent the researcher from understanding
participants’ viewpoints and experiences. Designed by the author of tis thesis, figure 6 depicts the rationale
behind the choice of interpretivism for this study.

Figure 7: Evaluation of different research paradigms
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This section was dedicated to elaborating which research paradigm is appropriate for this study. It was
elaborated how interpretivism is the right choice of paradigm for this research project. The philosophical
assumptions, namely ontological, epistemological, axiological, and methodological assumptions, were also
explained. Research design is the next part of the research methodology chosen for this study which is explored
in the next section.

3.2 Research design
The research design refers to the general plan which researchers employ in order to answer their research
questions (Saunders et al. 2009). It includes the research purpose, which is derived from research questions,
sources and method(s) of collecting data, inevitable constraints that researchers face while conducting their
study, and the ethical issues that might arise across different phases of conducting a research project (Bordens &
Abbott 2002). The overall research design needs to be carefully considered to ensure that research questions can
be credibly answered. There is a fine line distinguishing research design from research tactics. Philosophical
assumptions shape the mental framework of researchers affecting all of researchers’ behaviours including the
research design (Jonker & Pennink 2010). While the research design is concerned with an overall plan to
conduct the study properly, research tactics address details such as qualitative or quantitative data collection and
data analysis methods. The research design is thus the complete overall plan guiding the research study, while
the research tactics used refer to the actions taken to satisfy the overall design. Research designs can be
formulated according to their purpose - whether they are exploratory, descriptive, or explanatory in nature.
Research designs include research purpose, research method, and research strategy which are explained below.

3.2.1 Research purpose
The research purpose may be exploratory, descriptive, or explanatory in nature. Exploratory research is used
when the purpose of the study is to clarify what is happening. In such cases, researchers try to shed some light to
the research phenomenon and provide new insights to research topics (Robson 2002). Since exploratory research
usually starts with limited knowledge available about the nature of the research phenomenon, researchers should
be able to be flexible as they need to adapt their position in light of the new insights that the collected data
generate (Adams & Schvaneveldt 1991). For example, if a restaurant wants to explore the attributes which
customers pay attention to when they visit the restaurant, an exploratory research can help. Descriptive research
relates to the notion of providing accurate profile of people, events, or situations (Saunders et al. 2009). A clear
understanding about the research phenomena needs to exist prior to undertaking descriptive research. In the
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example of the restaurant, descriptive research can be used to explore how important the healthiness of the
meals is for customers. Meanwhile, explanatory research is concerned with the causal relationship between
different factors (Akhtar 2016). The nature of research questions determines which research purpose needs to be
chosen. In the example of the restaurant, explanatory research can be employed to determine the relationship
between waiting time and customer satisfaction.

Considering the nature of the research question, exploratory research is suggested for this study. The primary
usage of exploratory research is when little prior knowledge about the research subject exists (Schindler &
Cooper 2005). In such cases, there is a need to collect first-hand data to provide insightful information regarding
the general nature of the research problem(s), the relevant variables affecting research problems, and alternative
ways to deal with these problems. This study employs three competing theories, including self-identity theory
(Mead 1965), memory protection system (Zauberman et al. 2009), and autobiographical obsolescence (Areni
2020). However, the possibility of alternative theoretical explanations, along with the complexity of the topic at
hand, requires an exploratory approach so that the study can result in a deep understanding of the research
problem and credible answers to the research question. After choosing the appropriate research purpose,
scholars should decide which research method is useful for their study. A further elaboration of research method
is provided in the next section.

3.2.2 Research method
There are three main issues distinguishing different types of data. First, data can be distinguished according to
the nature of the collected data which can be quantitative, qualitative, or a combination of both (Saunders et al.
2009). This is referred to as research method. These methods have their own data collection techniques and data
analysis methods. Quantitative data is mainly concerned with numbers. Surveys and closed questionnaires are
used to collect such data while graphs and statistics are employed to depict, compare, and present quantitative
data (Aaker et al. 2008). In contrast, qualitative method deals with non-numeric data which may be collected
through interviews, observations, and focus groups. Words, pictures, and videos can also be considered as
different types of qualitative data (Robson 2002). Second, the data analysis method can be divided into analytics
and non-analytics. Quantitative data are usually analysed analytically whereas qualitative data can be analysed
either analytically or non-analytically. For example, Leximancer™ can be used to analyse qualitative data
analytically while NVivo™ can be utilised to analyse qualitative data non-analytically. Third, subjective and
objective data which have already been explained in section 3.1 of this chapter.
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In order to properly answer research questions, each of the research methods can be used either by itself or in
combination with other methods. A mono method refers to the usage of a single data collection and analysis
method to conduct a study whereas multiple method denotes using more than one data collection and analysis
technique. For example, in mono method, only quantitative data is collected and it is analysed quantitatively. A
mixed method, however, refers to collecting, analysing, and interpreting a combination of qualitative and
quantitative for a certain research phenomenon (Timans et al. 2019). In order to distinguish the type of collected
data from the method to analyse the data, the term research method is used to address only the collected data in
this study. The term data analysis method is used to determine the analysis of the collected data.
Given the exploratory nature of this study, a mono qualitative research method is chosen for this project, in that
qualitative data is collected and analysed. Such a research method has already proven to be useful in exploring
the nature of phenomena in the social sciences (Stebbins 2001). A qualitative research method is used when
researchers require a complex and detailed understanding of a certain research issue (Creswell & Poth 2016),
which is similar to the goal of this study. Moreover, qualitative research approaches are widely accepted and
used in marketing and consumer behaviour (Jervis & Drake 2014). Irrespective of whether the research is about
the influence of a new advertisement, the success of a recently developed product or service, or motivations
behind consumers’ purchase decisions, qualitative research methods have proven to be useful (Pietkiewicz &
Smith 2014). Although qualitative research methods are commonly used in marketing research, it is up to
researchers to determine whether qualitative research method is appropriate for the specific research questions
that they are considering (Bailey 2014). The characteristics of this research project lends itself to a qualitative
research approach. The nature of the problem at hand, number of theoretical explanations, the need for rich
insights to the reasons for rejecting cinematic derivations, and the possibility of emerging alternative
explanations of the research problem are among the reasons why qualitative research approach is chosen for this
study. Qualitative research also helps to generate new concepts and insights, as well as theory, when little is
previously known about the topic.
Qualitative research might appear to be simply defined but it can be quite complex. The reason for such
complexity stems from the nature of qualitative inquiry which has evolved from social construction to
interpretivism (Denzin 2005). For the sake of this study, the following definition provided by Creswell (2016, p.
37) is adopted: “[q]ualitative research begins with assumptions, a worldview, the possible use of a theoretical
lens, and the study of research problems inquiring into the meaning individuals or groups ascribe to a social or
human problem.” The above definition of qualitative research brings certain elements to this type of research
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that are all applied to this study. Here, the researcher is a key instrument in both collecting and analysing the
data. Abductive methodology is used in this study in that the researcher uses a theoretical framework rooted in
literature and also looks for new insights not necessarily related to prior theoretical research. This enables the
research to have both theory-driven and data-driven aspects. Although the literature has provided some possible
explanations, the main focal point is the meanings that emerge from the data the researcher has directly
collected. Such meanings can support or disprove the theoretical explanations that have already been suggested
or suggest alternative reasons that are not recognised in the theory. In order to be able to extract such meanings,
a thoughtfully developed research strategy needs to be employed to enable scholars to collect their data.

3.2.3 Research strategy
A research strategy determines what and how data needs to be collected (Kajornboon 2005). Experiments,
surveys, case studies, interviews, action research, grounded theory, ethnography, and archival research can be
used as useful research strategies (Saunders et al. 2009). The choice of research strategy is significantly affected
by the nature of the research questions and objectives, researchers’ philosophical stances, availability of existing
knowledge about the research phenomenon, and other resources such as time and money (Aaker et al. 2008). It
is important to choose research strategies wisely as such a choice can affect all aspects of a research project
(O'leary 2004).

Known to be one of the most influential data collection methods in qualitative research (Moustakas 1994),
interviews are chosen as the research strategy for this study. Interviews hold certain advantages in comparison to
the rest of qualitative data collection methods such as qualitative observations and focus groups. Interviews can
be used to explore sensitive topics and issues that usually include subjective feelings and reactions (Crouch &
McKenzie 2006; Renzetti & Lee 1993). They have also been recognised as a way to obtain authentic insight into
an individual’s experiences (Silverman 2006). Interviews have already been used in studies that have
characteristics similar to this research project. When it comes to ontological security, a wide range of research
subjects have been covered using interviews including the non-functional effect of acquiring certain possessions
such as cars (Hiscock et al. 2002) and houses (Gurney 1999), the role of favourite sport teams for their
supporters (Dixon 2011), and the influence of identity in consumption choices (Shankar et al. 2009). Interviews
have also been used to study self-continuity (Marsiglio 2004), life story narrative (Ferrera 2017), self-identity
(Rahman et al. 2012), and consumption memories (Diaconu 2017). Furthermore, interviews are accepted as a
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useful research strategy in marketing studies and have already been employed to explore identity-related
consumption (Perez et al. 2010), experiential consumption (Hackley & Tiwsakul 2006), hedonic consumption
experiences (Buchanan‐Oliver & Seo 2012), and movie consumption (Hart et al. 2016).
According to the degree of structuring, there are three types of interviews namely unstructured, semi-structured,
and structured (Zhang & Wildemuth 2009). Unstructured interviews are usually used in combination with other
types of qualitative data such as observation (Zhang & Wildemuth 2009). Considered as a kind of controlled, or
guided conversation rather than an interview, unstructured interviews have been criticised for having little
reliability (Dana et al. 2013). Unstructured interviews enable scholars to probe complex topics and create a
friendly and informal research atmosphere where participants can feel comfortable talking about sensitive topics
(Wilson 2020). Unlike unstructured interviews, semi-structured interviews are usually used as the sole data
collection method (DiCicco‐Bloom & Crabtree 2006). In such studies, using the prior knowledge about the
research topic, researchers design a set of open-ended questions with which to start the interviews. The other
questions can emerge as the interview progresses. In order to explore the research topic properly, researchers
should let participants provide their detailed insight as well as prevent them from diverging from the topic
(Kallio et al. 2016). Semi-structured interviews enable researchers the flexibility to cover different aspects of
their research topic as well as the structure to remain in the context of their research. Structured interviews are
mainly used when sufficient understanding about the research topic is available in literature (Frey & Fontana
1991). Such a thorough knowledge helps researchers to develop a fixed set of questions that will address the
research topic properly. There is not much need for emerging questions during such interviews and participants
are required to stay on topic when answering the questions. The prior knowledge about the topic of this study,
represented in the theoretical framework, is adequate for the researcher to organise a set of questions to start
interviews. However, there might still be some other elements which have not been noted in the theoretical
framework. Hence, the researcher also needs the questions and insights that emerge from the conversation
between him and the research participants. This will help him better conduct the research project. Given the
nature of the research problem and the need for rich data, semi-structured interview approach is chosen for this
study. Using semi-structured interviews provides a good level of flexibility for the researcher to explore his
research problem properly. Semi-structured interviews allow the posing of similar questions to each interviewee,
whilst at the same time allowing flexibility for new questions to emerge in the interview, as well as different
topics of conversation. The list of the opening interview questions is shown in Table 3.
Table 3: List of the opening interview questions
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List of the opening interview questions
Do you have any favourite films of all time?
How many times have you watched them?
When was the last time you watched them?
What do you remember from the experience of watching your favourite movie?
What makes these movies so special?
What do your favourite movies mean to you?
How would you feel if your favourite movie were to be remade?

In this study the researcher conducted 19 in-depth semi-structured interviews. Interviewees were informed about
the nature and purpose of the study in the Participants Information Form, which was given to them before the
interviews commenced. The shortest interview lasted for 32 minutes and the longest for 83 minutes (average
almost 55 minutes). Interview participants were given a consent form which informed them about the probable
risks of their participation. They all signed that form prior to the start of their interview. Their voluntary
participation along with their right to withdraw from the study at any point within the interview (or after) were
also verbally emphasised by the researcher. All the interviews were audio recorded with participants’ permission
and they were able to review the interview transcripts at any time. The venue of the interviews was chosen in a
way to provide a calm and relaxing atmosphere conducive to an uninterrupted interview. Such a relaxing
atmosphere can help participants feel comfortable and better motivated to share their thoughts, feelings, and
reflections about the research topic. While most of the interviews were conducted in the University of
Wollongong library, the researcher occasionally went to some of the participants’ houses and offices to conduct
the interviews. He also hosted interviewees in his own house in several cases. Irrespective of where interviews
took place, the researcher tried to create a peaceful atmosphere so that participants could focus on the questions
and provide the best possible insights.
All of the interviews were conducted at a convenient place for the participants. This helped the researcher to
provide an environment for the research participants where they could relax and feel comfortable enough to
open up to the interviewer’s questions. Creating such a friendly environment makes participants feel
comfortable, and is recognised to be useful for persuading participants of qualitative research projects to share
their insights (Creswell & Poth 2016). All the interviews started with a casual conversation between the
researcher and interviewees so that the researcher was able to build rapport. This rapport is known to be very
important in semi-structured interviews (Rabionet 2011). It is even more important to create this rapport in cases
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when participation in the study might be emotionally challenging for participants. Respondents must feel
comfortable enough with the interviewer so that they can open up and talk about delicate issues (Ashton 2014).
Interviews were followed by a set of open-ended questions, which came out of discussions between the
researcher and his supervisors. These questions were aimed at finding what movies participants love and why
they love them, how often they have watched them, when they watched them for the first and the last time, and
whether there is any remake, sequel, or prequel for these movies of which the interviewee was aware. There
were also some questions which emerged from the review of the literature. The remainder of the questions
emerged as participants went deeper into their memories and provided insights about their loved movies. Some
of the emergent questions in early interviews were used to update the set of open-ended questions for later
interviews. For example, the question “what do you remember about the experience of watching your favourite
movie?” was used to expand the list of questions to more details of the consumption experience. Questions such
as “who did you watch the film with?” was emerged from the initial list of questions.
Interview questions are not the only instruments used in this study. The literature suggests some other useful
means for persuading participants to share their insights. At a deeper methodological level, projective
techniques can be employed to express things which cannot be openly mentioned (Barnham 2015). For example,
participants can be asked to comment about one of the researcher’s experiences with movies rather than
something that they have experienced themselves. More specifically, the researcher can talk about his
experience in a cinema where young audiences have laughed at his favourite movie. Participants are then asked
to comment about this experience. In this case, participants’ comments indirectly show their approach to
whether such an incident has happened to them. Although they might appear to be mainly psychological
methods, projective techniques have been widely used in social and behavioural research (Chrzanowska 2002;
Keegan 2009). Considered as a structured-indirect method of investigating motivations, projective techniques
have often been used in consumer research (Donoghue 2000). Projective techniques are known to be useful
when consumers are required to uncover things, such as feelings and beliefs, which they might find hard to
express (Webb 1992). Certain projective techniques have been used in this research project. Given the nature of
the research topic, which might prevent some people from talking openly about certain issues, the usage of
projective techniques is not only a viable choice but offered a fruitful solution. It helps participants share things
that they would not if they were asked more direct questions about their own motivations and feelings. Semistructured interviews and projective techniques are used for participants who were recruited through the
approach explained in the next section.
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3.3 Sampling and recruitment
Choosing proper sources for data collection accounts for an important aspect of any research project. There are
different data collection approaches that researchers can employ. Census occurs when it is possible to collect
data from the whole population (Phillippi & Lauderdale 2018). However, this might not be possible in many
cases as collecting data from the entire research population, when the population is large, requires a significant
amount of resources, such as money, labour, and time, which negatively impacts the practicality and quality of
the research (Moser & Korstjens 2018). In order to solve this problem, researchers tend to collect the necessary
data from a part – a sample – of the entire population (Marshall 1996).

There are two broad categories of sampling methods, namely probability and non-probability sampling (Etikan
et al. 2016). A non-probability sampling method was chosen to conduct this study. Non-probability sampling
usually accompanies exploratory qualitative research. Non-probability sampling depends on researchers’
subjective judgements, involves smaller sample sizes, and is mainly used in combination with qualitative data
collection strategies such as interviews (Tansey 2007). A non-probability sampling method was chosen to
conduct this study.
There are different types of non-probability sampling including quota sampling, purposive sampling, snowball
sampling, and expert sampling (Etikan & Bala 2017). Quota sampling is used when the groups used in a study,
such as male and female students, are proportional to the population enabling researchers to generalise the
sample to the whole population (Sharma 2017). In purposive sampling, the main element in choosing what
accounts as the appropriate sample is researchers’ judgement. This type of sampling technique enables
researchers to have access to those who are best placed to speak about the topic in question, represent a range of
views, and hence contribute to the validity of the research (Baltes & Ralph 2020). Snowball sampling is the type
of sampling in which existing participants introduce future participants to take part in a study (Etikan et al.
2016). Snowball sampling is usually used when it is hard to have access to suitable research samples or the
study contains sensitive or private matters (Waters 2015). In expert sampling, researchers choose their samples
according to whether potential samples have expertise in a specific field (Zafar et al. 2015). Although expert
sampling appears to be similar to purposive sampling, there is a distinction between these two sampling
techniques. In expert sampling, participants need to be experts in a specific field to be chosen whereas there is
no notion of being expert in order to be chosen in purposive sampling.
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This study employs a purposive sampling technique to find those individuals who fit within the specifications
that are required to take part in this research. The factors that qualify people to participate in this study are
chosen according to the nature of the research problem. The theoretical framework highlights ontological
security elements as possible reasons for rejecting cinematic derivations. This study requires participants to be
old enough to have shaped their identities as well as collected memories. Populations of interest are those who
are at least 30 years old in order to be qualified for this research, since their characters are likely to be shaped by
that age and they have lived long enough to collect enough memories, nostalgic or otherwise, through their
lifespan so far. This is compatible with the notion of reminiscence bump as appropriate participants need to have
lived the second and third decades of their lives so that they could encoded memories to go back to when
necessary (Janssen 2020). Although identity construction is a process which takes place at all stages of life,
childhood and early adulthood are known to be important life periods when identity is shaped (Ahn 2011).
Nostalgic memories are also mainly rooted in this specific era of life (Holbrook & Schindler 1996). Participants
were also chosen among those who liked watching movies since such viewers are more likely to use movies in
their identity projects and restore memories of films as assets.
The correct choice of sampling technique has an important role to play in any primary data research project.
Researchers need to pay attention to both the size of their sample and the certain factors that can qualify a
person/item to be considered in their study. Focused on providing a deep understanding of a phenomenon
occurrence or meaning, qualitative research projects deal mainly with why and how questions; questions that
require small number of participants who are willing to elaborate their lived experiences in detail (Dworkin
2012). In most cases, sample size is ambiguous in non-probability sampling and qualitative research. The logical
relationship between the research question and sampling technique plays a major role in identifying the sample
size (Saunders et al. 2009). More importantly, the insights generated from the collected data can be helpful in
indicating whether sample size is sufficient (Patton 2002). In other words, the data collection phase should be
continued until no new insights are generated. This notion is referred to as sample saturation (Glaser & Strauss
1967). Although other factors such as the nature of the topic, the scope of the study, the quality of data, and the
study design can be helpful in determining sample saturation (Morse 2000), lack of generating new insight, in
conjunction with selecting participants who differ with respect to their views on the research topic, is widely
accepted as the main element of sample saturation (Mason 2010). In this study, sample saturation occurred after
19 interviews were conducted. Although 19 interviews might appear to be a small sample size, other research
studies have already used such small samples to elaborate a consumer phenomenon (Campbell, 2018). The
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researcher had a certain procedure to determine whether he had reached sample saturation. This procedure
included a primary interpretation of the textual data after each three interviews were conducted. His intention
was to determine if any new idea was generated as he was proceeding with the interviews. He realised the lack
of new generated ideas when he conducted the primary interpretation for interviews 15-18. In order to make
sure data saturation was reached, the researcher conducted another interview. Since no new idea was generated
in interview 19 either, the researcher deduced that data saturation was achieved.
This study employs a heterogeneous purposive sampling design. There are different purposive sampling designs
such as heterogeneous sampling, homogeneous sampling, typical case sampling, extreme case sampling, and
critical case sampling (Onwuegbuzie & Collins 2007). In heterogeneous sampling designs, participants from a
wide range of perspectives towards the research topic are chosen to participate in the research (Etikan et al.
2016). Although participants hold different opinions about the topic, they all fit within the certain characteristics
that are set in this purposive sampling technique. Following a heterogeneous approach to purposive sampling,
the researcher tried to create a sample which included participants with different characteristics. The sample was
equally divided between men and women (10 men and 9 women). The age range varied from 30 to 68. In order
to cover a wide cultural range, the researcher chose informants with different cultural backgrounds including
Australian, American, British, Chinese, Malaysian, and Iranian. The cultural diversity among participants
enabled the researcher to have a better understanding of how cinematic derivations was viewed across different
cultures and whether there was any cultural difference among the 19 cases. Participants were all located in
Wollongong, Sydney, or surrounding neighbourhoods in New South Wales, Australia. In order to protect
participants’ privacy, each interviewee is given a pseudonym. Table 4 below provides a brief introduction to all
the people who participated in this study.

94

Table 4:Participants' general information
Name

Gender

Age

Description

Yas

F

36

PhD candidate in Engineering. Iranian. invested in movies.

Borna

M

35

Lecturer in marketing. Iranian. Enjoys watching movies.

Nicole

F

54

Half Chinese, half Australian. PhD in anthropology. Works as a lawyer. A
social and humanitarian activist.

Ava

F

68

Australian. No university education but has worked and lived in three
continents as a sales representative. Not a big fan of movies.

Leslie

F

53

Australian. Has been working as a film editor for more than 25 years. Enjoys
films as both a hobby and a part of her job.

Farah

F

30

Iranian. MBA student. Deeply connected with her favourite films.

Ramin

M

35

Iranian. IT engineer. Has been living in Australia for more than 10 years. He is
invested in his favourite films

Lionel

M

50s

British. Senior lecturer in Business. His family used to manage a movie theatre
as their business. Connected to films.

Linda

F

34

Australian, works as a librarian. Movies have been a major part of her
childhood.

Veronica

F

30

Chinese. PhD candidate in Marketing. Connected to her favourite films.

Michael

M

63

Australian. Works as an independent consultant in health industry. An avid
movie buff.

Ted

M

42

Australian born with Yugoslavian background. He has worked in Finance for
more than 12 years. He has recently finished his MBA.

John

M

30

American. MBA graduate. Invested in his favourite films.

Connor

M

40s

Emma

F

61

Tom

M

51

Alice

F

42

Australian. Lecturer in Social Science. He emphasises that he is not invested in
movies.
Australian. No university education but has just been retired from a desk job
after 30 years of working. Watching films is a major thing that she does in her
free time.
Australian. Ex-military who has just finished his MBA and works in the health
industry. Films are important for him both at individual and collective level.
Australian. MD. Works as a GP. Invested in some of her favourite films.
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Name

Gender

Age

Description

Kevin

M

40

Malaysian. MD who has completed a PhD in health studies. Works as an
academic. Very connected to his favourite films.

Ariya

M

40

Comes from an artistic family and was born in Iran, raised in Europe, and
immigrated to Australia when he was 18. He is both a lecturer in Cinema
Studies and a film maker.

3.4 Ethical considerations
Ethics refers to the behavioural norms and standards which individuals follow in order to make moral choices
about their own behaviour and relationships with other people (Cooper et al. 2006). Research ethics is
concerned with how researchers address ethical issues at all stages of their research projects (Israel & Hay
2006). Research ethics is not confined to a certain part of the research project. Rather, ethical considerations
should be noted from early stages of formulating the research topic and designing the research method to further
stages of collecting, storing, and analysing data (Robson 2002). A proper research project includes not only a
sound methodological approach but also a defendable ethical stance (Zikmund & Carr 2000). Hence, ethical
integrity accounts for a fundamental aspect of any research project (Saunders et al. 2009).

Certain strategies are developed to make sure that ethical issues are respected through all stages of research.
Universities and other professional associations usually have certain guidelines and codes of conduct which
researchers need to follow. What is and is not considered ethical along with sensitive topics, such as
experimenting with human or live animal subjects, are all noted in such ethical guidelines. These ethical codes
are developed to prevent ethical misconduct (Bell & Bryman 2007). This study has been authorised by The
University of Wollongong research ethics committee. Having reviewed all details of this project, this committee
granted permission to this study with the reference number of 219/244.
There are different types of ethical issues which need to be noted. Data privacy accounts as an important ethical
issue which needs to be noted (Martin & Murphy 2017). Participants need to be sure that the data they share
with researchers remains confidential in all circumstances and only authorised individuals have access to them.
Informants should participate in research studies voluntarily and they must have the right to withdraw from
these studies either partially or completely. Researchers must receive participant’s consent prior to starting their
research. Anonymity of participants is another important ethical issue and needs to be respected (Sabar & Sabar
Ben-Yehoshua 2017). Researchers must also behave impartially and without any judgement towards research
participants. They also are not allowed to cause participants any stress, discomfort, pain, or embarrassment. To
sum up, the ethical responsibilities of researchers should not be forgotten at any point of conducting research
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(Roth & von Unger 2018). Scholars should reflect on their ethical codes through all phases of their research
(von Unger 2016).
In order to address these ethical issues in this study, the researcher followed a strict code of conduct. A
Participant Information Form was developed to inform potential participants about the details of the research
project. A consent form was also written to assert the rights of research participants and the possible harms
which might occur for informants. The researcher also provided an oral explanation about both the purpose of
the research project and what participants would be expected to do if they decided to participate in the research.
Participants declared their informed consent to take part in this study by signing the consent form. Participants’
privacy was also highly regarded. So, the researcher kept all of the collected data on password protected
computers. His supervisors were the only other people who had access to the data. Each participant was given a
pseudonym so that the data would be completely anonymised. Participants were told that they had the right to
review the interview transcripts or withdraw from the study at any point before the data analysis phase. With
regards to the unintentional emotional distress, the researcher encouraged all participants to speak up in case
they had any problem with the questions asked. He also assured them that such a reaction would not influence
how he felt towards or looked at the participants. To assure interviewee’s comfort and convenience, the
interviewees could choose any place, whether it was their own place, the interviewer’s place, or any other
location as the interview venue. While this section is dedicated to ethical considerations, the next one is focused
on data analysis.

3.5 Data analysis
The 19 in-depth semi-structured interviews conducted in this study provided the researcher with textual
qualitative data. An appropriate data method should be employed to analyse such data. Analysing qualitative
data refers to the notion of ordering, structuring, and extracting meanings out of mass collected qualitative data
(Marshall 1990). Analysing qualitative data can be a complex and time consuming process which requires not a
strict but a rather flexible approach towards the collected data (Corbin & Strauss 2014). This warrants a nonanalytical approach towards the data analysis phase. Such a flexibility helps researchers explore the themes and
relationships among different units of data; the themes which can be enlightening for researchers and help them
extract meaning hidden behind the words, phrases, and narratives (Sinkovics et al. 2005). Data coding is the
basis of this meaning extraction process. The codes differentiate units of data and represent the meaning that the
researcher has assigned to such units. Related words or phrases are identified using the codes, and their relation

97

guides the researcher to extract meaning out of the data (Miles & Huberman 1994). Produced by QSR
International company, NVivo™ is a computer software package designed to assist researchers when they
conduct qualitative data analysis (Welsh 2002). It enables researchers to dig deeper into the data and derive
profound conclusions (Wong 2008). Although using such a software can facilitate qualitative data analysis, just
like any other qualitative research, the researcher still remains as the main analysis tool (Lincoln 2005).

Seven analysis techniques are suggested for qualitative data analysis using NVivo™ software (Leech &
Onwuegbuzie 2011). Recognised as the most commonly used technique to analyse qualitative data, Constant
Comparison Analysis is used to identify the underlying themes of qualitative data (Glaser & Strauss 1967). The
term ‘coding’ has been used to address this type of qualitative data analysis by some scholars (Miles &
Huberman 1994). Constant Comparison Analysis includes deductive approaches, when codes are identified
prior to data collection phase, inductive approaches, when codes emerge from the collected data, and abductive
approaches, when codes emerge iteratively (Leech & Onwuegbuzie 2007). Keywords-in-context is another data
analysis technique which focuses on identifying ‘keywords’ and comparing words that come before and after
such keywords (Fielding & Lee 1998). This technique is usually employed when the researcher is interested in
certain words or the qualitative data lack richness (Leech & Onwuegbuzie 2007). Word Count is another
technique which can be used to identify the patterns people employ when they use words to communicate or
convey messages. Known as linguistic fingerprints (Pennebaker & Stone 2003), such patterns help researchers
have a better understanding of an individual’s perspective, as people are assumed to use the words that matter to
them more frequently (Carley 1993).
The next technique, Classic Content Analysis, is similar to Constant Comparison Analysis. However, in this
technique by contrast, the researcher focuses on the number of times a certain code is used. Usually produced
deductively, these codes can be used to determine which concept is more important for participants
(Onwuegbuzie & Teddlie 2003). Domain analysis is another technique of qualitative data analysis which
focuses on providing a deeper look into large units of cultural knowledge. These units are recognised as
domains. Symbols, and the cultural meanings they represent, have a significant role in this type of analysis
(Spradley 1979). The last two techniques of qualitative data analysis, Taxonomy Analysis and Componential
Analysis, are used in combination with domain analysis. A taxonomy is a classification system which helps
researchers analyse the relationship among different domains, whereas componential analysis refers to exploring
meaning that cultural symbols represent (Spradley 1979). All of these qualitative data analysis techniques are
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applicable using NVivo™ (Leech & Onwuegbuzie 2011). This study employs a theoretical framework which can
explain why some viewers reject cinematic derivations. A Constant Comparison Analysis technique is used to
code and interpret the data in this study. This technique can help the researcher find out if the theoretical
explanations of the framework are the same underlying themes that informants refer to in the interviews.
The following example shows how the chosen analysis technique has uncovered the emerging themes. Memory
contamination is a part of the theoretical framework and themes related to memory contamination were expected
to be seen in the textual data. At the first stage, every indication of memory was categorised as the broad general
theme of movie consumption memory. In the second stage, all of these quotes were read multiple times to see if
they were referring to different notions of memory. It was seen that some of the quotes were mainly about how
movies were recognised as an important part of informants’ nostalgic memories. So, these quotes were coded as
‘movies as parts of nostalgic memories’. Another group of quotes related to memories were those referring to
reminiscence bump and how informants tended to cherish the memories of those movies which they had seen in
their second and third decades of life. These quotes were coded as ‘movies as reference point in memories’.
There were also some other quotes related to memories which showed a tendency to preserve the memories of
prior movie consumption experiences, irrespective of their nostalgic tone or the period of life to which they
were referring. Hence, this group of quotes were coded as ‘preserving the memory of the original’. Once the
themes were developed, the quotes were read several times and analysed according to the theoretical framework.
For example, one of the informants talked about the “familiar voices” of his favourite animations. His quotes
were encoded as ‘movies as reference point in time’. The theoretical framework suggests that memories have a
major role in self-continuity. Hence, those familiar voices were interpreted as how memories could work as the
reference points in time and assert the informant’s sense of existence through time; the memories that could be
contaminated when cinematic derivations of such animations were produced.
NVivo™ is a useful tool to collect, code, and non-analytically analyse qualitative data. Although such tools are
usually known to have an inductive approach to data analysis, the analysing process is not just inductive but
abductive. It means that using such software enables researchers to both embrace theoretical concepts as they
appear in the data and use a coding paradigm resulting from prior works available in literature (Kelle 1997).
This study employed an abductive approach, iterating between inductive and deductive phases of coding. Using
a deductive approach, the researcher employed the theoretical framework to shape an initial set of hierarchical
codes for the first phase of coding. For example, a deductive approach was used to identify higher-order themes
such as memory contamination and lower-order themes such as feeling disconnected from other generations.
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This was then followed by using an a priori analysis approach to explore if the textual data contained the
elements which could contribute to the theoretical justifications which had already been provided for the
research question. An inductive approach was used in the second phase of coding where the researcher coded
units of data regardless of their connection to the theoretical framework. Any indication of why cinematic
derivations could be rejected was considered in this phase of analysis. Such indications were then compared
with the theoretical framework to find out if they would fall out of the framework. For example, an inductive
approach was used to identify the lower-order theme movies as self-extension but it was categorised as a subsection of one of the main themes, self-identity, which had already been recognised in the theoretical
framework.

3.6 Chapter summary
This chapter provided detailed information about the methodological approaches of this study. Research
paradigms, philosophical stances, and research philosophies were explained first to determine the researcher’s
worldview and approach towards research. Once an interpretivism paradigm was justified, it was explained why
a qualitative exploratory research design is an appropriate choice to conduct this study. An abductive data
analysis approach and a purposive sampling technique were justified for this research and in-depth semistructured interviews were introduced as the suitable data collection method. NVivo™ was suggested as the
useful tool to code and non-analytically interpret the textual data. Ethical considerations were recognised to
illustrate that a strict ethical code of conduct was followed during this research project. Constant comparison
method was identified as the interpretation method employed in this study. While this chapter explained how the
research is conducted, the next two chapters are dedicated to the findings of the study.
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Chapter 4
4 Main findings
This study aims to understand why some consumers react negatively towards cinematic derivations of their
favourite films. In order to explore why new derivations are rejected by some consumers, the researcher has
conducted a literature review and has developed a theoretical framework, comprised of autobiographical
obsolescence, memory contamination, and self-identity conflict, as a means to explaining why negative
reactions to new derivations occur. The researcher conducted 19 interviews to see if there is any support for
those concepts on audience reactions towards cinematic derivations. The interviews were transcribed and
analysed using NVivo 12™ software. This chapter is dedicated to the findings of this textual data analysis.

Overall, the findings of this study highlight a mixture of positive and negative reactions towards cinematic
derivations. However, all of the participants have at least one type of negative reaction, including indications of
autobiographical obsolescence, memory contamination and self-identity conflict, towards the cinematic
derivations of their favourite films. Consistent with expectations, negative reactions are more predominant than
positive reactions when it comes to cinematic derivations. Most of the positive reactions expressed towards
cinematic derivations are noted amongst three participants who have one thing in common: they have all had a
career in the cinema industry. One of them is a film editor, another one is a lecturer in cinematic arts, and the
other one used to manage a cinema as a family business. The reason for this phenomenon might be the
professional view, rather than personal view, that these individuals have towards cinematic derivations, a view
which enables them to look at such films objectively. Although the negative reaction towards cinematic
derivations is seen in many participants, the intensity of such reactions is not the same in all cases. While some
participants use an emotional and personal tone to demonstrate their dissatisfaction with a new derivation of
their favourite films, other participants use a logical approach to justify why such a derivation is not going to be
successful.
Although it was explained how autobiographical obsolescence, memory contamination, and self-identity
conflict, despite their overlaps, can be distinguished theoretically, the findings of this study show that these
distinct theoretical explanations can contribute simultaneously in rejecting cinematic derivations. Such overlaps
are depicted in Figure 8.
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Figure 8: Theories contributing to the theoretical framework overlapping each other

Participants responses in this study sometimes fit into more than one of these theories when they are considering
their lack of satisfaction with new derivations of their favourite movies. The three theories were often
interconnected in participant comments and, because of that, the same verbatim quote may appear multiple
times to illustrate different theoretical concepts. This highlights the fact that theoretical reasons which can be
distinguished from each other in experimental studies cannot necessarily be well-separated when taking a
person-centred, rather than a variable-centre, approach to understand consumers’ responses to cinematic
derivations. This study employs three theories - autobiographical obsolescence, memory contamination, and
self-identity - to explore the reasons behind negative reactions towards cinematic derivations. This chapter starts
by exploring those themes separately which are relevant to autobiographical obsolescence and then proceeds to
the themes of memory contamination and self-identity conflict respectively. However, as will be seen
throughout, in many instances aspects of multiple theories are used simultaneously by participants to justify
their response to cinematic derivations.

4.1 Autobiographical obsolescence
The findings of this study support autobiographical obsolescence (AO) as one of the reasons behind consumer’s
negative reactions towards cinematic derivations. AO is experienced when autobiographical memories are no
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longer relevant to a person’s present (Areni 2020), and this can be expressed in multiple ways in terms of why
consumers reject cinematic derivations of their favourite original movies (Figure 9). AO has been depicted in
interview transcripts in two ways. Firstly, participants have demonstrated that watching a cinematic derivation
can make them feel old. Secondly, cinematic derivations have resulted in a generational gap between
participants and other people. Feeling irrelevant in the present, contemporary world, however, is not clearly
illustrated in interview transcripts. Nevertheless, considering the major overlap between the notions of feeling
old and irrelevant, participants might have implied the notion of feeling irrelevant when they were elaborating
on how cinematic derivations had made them feel old. Hence, in this analysis, feeling old and feeling irrelevant
are regarded as similar themes.

Feeling Irrelevant

Intergenerational
Gap

Feeling Old

Autobiographical
Obsolescence

Figure 9: Themes of Autobiographical Obsolescence

4.1.1 Feeling old (Feeling irrelevant)
One of the indications of autobiographical obsolescence is to recognise the passage of time and to feel old. The
fact that one’s favourite movie is remade shows that there is something about the original which needs to be
updated. In other words, people might expand the notion of being old and irrelevant from their favourite movies
to their own sense of existence. When such an expansion occurs, one might feel that the original film is no
longer relevant to new generations because it is too dated. So, anybody who loves the original must be too old as
well. Feeling old is usually associated with negative qualities such as loss of memory and physical abilities and
can be considered as a self-threat (Kalenzaga et al. 2019). Feeling old can result in self-threat which can happen
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at any age and have negative reactions among people. Although most of the participants of this study are not in
the age group where this can be a major issue, the notion of losing youth can still be unpleasant. However, it
needs to be noted that people can have a positive approach to aging when they are at peace with their life.
Feeling irrelevant can also be considered as a self-threat and can motivate individuals to dismiss the source of
that feeling (Velez & Hanus 2016).

Autobiographical obsolescence is more likely to occur when the cinematic derivation is a remake. In other types
of cinematic derivation, either the medium is different which helps consumers recognise the new version as a
separate product, as happens in adaptations, or there is a sense of continuity in the storyline which helps
consumers navigate themselves temporally through time, as in the cases of sequels, prequels, and franchises. A
sequel or prequel confirms the original as something worth extending or following up in some way whereas a
remake is more of an ego-threatening replacement of the original with something “better”. The chance of
autobiographical obsolescence however is more significant in remakes because the storyline is fundamentally
the same as that of the original movie. The passage of time is also not recognised in remakes. Consumers might
think that they have become older through all the years that the original version has been out there, but the
remake, as a result of an identical storyline to the original version and other similarities, has not. This sense of
passing time can be intensified if, in a hypothetical scenario, producers remake an original film using special
technologies, and use the same cast of the original movie in the remake in their original looks. CGI is already
used in Irishman (Scorsese, 2019) to alter the appearance of actors so that they can look younger. In such a
scenario, viewers who have aged since the original film was released will face the situation in which the passing
of time is not applied to the actors of the original film. If the viewers have aged, the actors should also.
Violating this expectation can lead to autobiographical obsolescence.
Alice is a 42-year-old Australian who left her corporate job several years ago in order to pursue a career in
medicine. Having graduated from medical school, she is now working as a doctor. When Alice is asked how she
would feel about her favourite film, Closer (Nichols, 2004), to be redone with technologies to bring back actors
of the film in their original look, she expresses her dissatisfaction.
I didn't know they could do that. And that's scary, for what that will do to our own perception of
ourselves. Well, they're [referring to the actors] meant to be aging, they [are] meant to age with us. I'm
sorry to go off track, but that seems strange to me because it's kind of like we're supposed to continue on
in life and you get older and that's part of [life]. So, I don't know how I would feel about it, I feel like I
would feel it's fake, I don't know, because people are meant to get older and new actors are meant to
come through and do those younger roles. So, maybe that would challenge me more, not from a movie
point of view. I might enjoy the movie I don't know about it. It certainly would be strange.
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Remakes using the original cast, but done in such a way as if time has not passed (i.e., that the cast has not aged
as a result of special effects, prosthetics and makeup), thus seems incongruent with the viewer’s sense of time
having passed in reality. When asked if she would feel old because of watching such a hypothetical remake, she
confirms that it would.
I would [feel old] if I saw it. I think it would put more pressure on me and other people, not just me, to
try and maintain a youthful look, because if they look that way and they're your age, then, shouldn't you
look the same? I mean media has already had a significant impact on all the females I know, and on how
all of us know each other. And I will admit that I definitely have lived my whole life wanting to be
skinnier. So, I don't need them, making everyone look young. We [are] meant to be getting over that stuff.
So, if you could stop that [stop producers from doing such a thing], that would be good.
The fact that aging is an inevitable aspect of life and nobody, in a real-world scenario, can escape from it is
denied in such hypothetical remakes. This makes Alice feel old. Alice refers to the denial of aging in the remake
as putting pressure on the audience. She believes that media, which includes cinema, has been doing this for a
long time. She believes the ideal image that media are broadcasting from a female appearance is stressful for
women because it puts more pressure on women to become, or at least try to emulate such idealised youthful
images. She notes how she has always wanted to become skinnier because that is the image promoted through
the media. But the discussed issue is more complex than the other ideal images that media have promoted
through years. One can use different cosmetic products to look better but it is impossible for anybody to not age.
As Alice has noted, if time has passed, and it definitely has because Alice is older now in comparison to the time
that she watched Closer, then the actors who played the roles of certain characters in their thirties in 2004
cannot play the same role in 2020. Given that Alice has aged since 2004, so must the actors.
Although feeling old and feeling irrelevant are considered as separate themes, the data analysis shows that these
two notions can be closely related. Feeling old, especially when individuals are not old, can be similar to feeling
irrelevant. A 35-year-old person is not a necessarily an old person but their taste and attitudes can be regarded as
irrelevant by younger consumers. In the context of cinematic derivations, some people might regard their
favourite movies as timeless pieces of art which do not require any improvement or change. They also expand
the sense of timelessness and relevance from their favourite films to their own sense of self. In other words, such
people believe that their favourite movies are timeless and relevant too, even if it is long time since they have
been produced.
Yas is a 36-year-old Iranian who is doing the final year of her PhD degree in engineering. In the following
example, Yas shows how she thinks her favourite movie, Modigliani (Davis, 2004), is timeless and relevant no
matter how much time has passed since it was made.
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I think somehow this kind of movie is not a kind of movie that needs more, let's say, technological things
[technological improvement] or like [it is not] science fiction and then they can’t make it better, like
from any point of view in a movie. This is like a conceptually-based movie and [is based upon] just
acting and human connections, which nowadays are lost… So that movie showed whatever it could have
shown with all that technology. So how can they make it better? I don't think so.
In the above quote, Yas suggests that, just the way her favourite movie is timeless, so is she herself. She notes
that the current advanced technologies cannot improve this movie because the movie is not science fiction. Yas
believes that love, which she believes is the essence of her favourite movie, is lost now. She is herself a very
emotional person and love is a fundamental aspect of who she is. She was also raised in a household where her
parents have been living together for more than forty years. When she is asked if she knows any couple who are
in love with each other just the way the couple in the movie are, she indirectly refers to the romantic relationship
that she has seen between her parents. By relating the romantic relationship in the film to the romantic
relationship of her parents, Yas develops a deep emotional connection with the movie. Therefore, she regards
this movie, which is about love, as relevant and timeless because it also makes her relevant and timeless. She
also implies that the concept of love is “lost” in the movies that are produced now. So, people have to refer to
those old movies which capture the true perception of love. Yas had a very toxic marriage, which ended several
years ago and left her devastated. The concept of love being “lost” nowadays has a connection with her lived
life as well. She regards this movie as a timeless sanctuary of love which people need to refer to if they really
want to know what true love is. This is what she does herself. A movie remake does not help this sanctuary but
hinder it.
If consumers recognise the passage of time and make peace with the fact that they have inevitably aged,
cinematic derivations can be less likely to cause autobiographical obsolescence. Ava, a 68-year-old Australian
who believes she has had a fabulous life and is at peace with herself, would like to see how the actors of her
favourite TV show, The X Files (Carter, 1993), look now. She has lived and worked in three continents and
believes she has lived her life to its utmost potential. Although she can afford to have plastic surgery to look
younger, she has refused to do so as she believes it would not be the graceful way of aging. This opinion of hers
is illustrated in her quote as well when she is asked about how she would feel if she saw the actors of The X
Files today.
Well, I probably think, ‘my goodness you've aged’ and I probably would find it quite interesting to see
how their careers went. Some progressed, some not much. Some of them might look different. Some of
them might have had a lot of plastic surgery, some of them might have aged gracefully. But to me, that's
life as well. When you see the actor that you watched, and you thought was so handsome, because he was
probably two or three years older than you, but now when I'm 68 and they're early 70s, they've lost all
their hair and they’ve, you know, lost the physical handsomeness, then it does make you aware that, yes,
you know, time doesn't stand still for anybody.
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Ava conveys how she regards aging as a natural process which she has accepted as a part of her prosperous life.
Ava’s attitude towards aging protects her from experiencing autobiographical obsolescence when she watches a
cinematic derivation. Feeling old does not bother Ava that much because she is comfortable with getting older.
She has recognised that “time does not stand still for anybody”. Now that she is relaxed with the aging process,
she is happy to watch a movie which might remind her that she is old. Ava has a positive attitude towards aging
and also is quite competent in her endeavours. Prior studies show that individuals older than sixty-five are not
very sensitive to age related change as long as it does not affect their competence (Whitbourne & Collins 1998).
In a recent study, attitude toward aging is recognised as a key factor in accepting age-related changes (O’Brien
& Sharifian 2020).
Feeling old is one of the lower order themes of autobiographical obsolescence. Participants react negatively
towards those films which make them realise how old they are. Such a negative reaction does not occur when
informants are at peace with their age and recognise aging as a natural process. Feeling old is not the only
depiction of autobiographical obsolescence. People might feel disconnected from younger generations because
of autobiographical obsolescence. In the next section, generational gap is presented.

4.1.2 Generational gap
Autobiographical obsolescence has also been demonstrated as the generational gap separating older generations
from younger ones. When an original movie is remade, the cinematic derivation can work as the ‘original
version’ for younger generations who have not watched the original movie or have not been able to connect with
it properly. These young generations might not even be aware that this new movie is not an original. In this case,
the new generation will have their own ‘original version’ and when they think about the movie, for example,
Lion King, they regard the live action remake more favourably than the traditional version to which older
generations are more connected. This is what Linda has experienced with Mary Poppins Returns (Marshal,
2018). Linda is a 35-year-old Australian. She works as a librarian which enables her to do what she likes the
most, to read. She reports how the younger generations are more connected to this sequel, whereas she
associates herself rather with the classic, Mary Poppins (Stevenson, 1964).

I guess it [Mary Poppins Returns] wasn't for me. I think I resonate with the actors when I was first
introduced with it. And that's where I like to stay. I know that it introduces [the basic idea behind both
movies] into a new generation. And that's what's happened with my friends’ kids, you know, they watched
Mary Poppins Returns, and they've gone and watched the new versions of The Lion King. And yet, it's
still great. And it's still, you know, amazing to watch all these live animations. But part of my
heartstrings always goes back to the classic version that I was introduced when I was a kid.
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Linda indicates how the new generations, “her friends’ kids”, are attached to the new version of classic animated
films whereas she is more connected with those original classic ones. According to Linda, she is emotionally
attached to the version she originally viewed as a child. The trace of nostalgia is present here, as Linda shows
her emotional attachment, “my heartstrings”, to the movie she has watched during her crucial formative years.
Although she recognises the values of these new versions, she believes they are for younger generations, those
who have not seen the original film. She shows her appreciation to the producers who introduced Mary Poppins
to younger generations, but she highlights that these new versions are not for her when she says “that’s where I
want to stay”.
Linda does not show an extreme negative reaction towards Mary Poppins Returns. This indicates that she
accepts this generational gap, or at least generational difference in movie tastes. This can be a coping
mechanism for dealing with self-threat because she would have faced a self-threat if she had not accepted such a
generational difference. Ava has the same approach when asked how she would feel about a Friends remake.
Ava also recognises the fact that younger generations might be interested in something which she is not. She
accepts such a difference and hence does not face any self-threat which might have resulted from not
recognising such a generational difference.
That probably appeals to a different generation. Well, I think I'm really past that type of humour. Now,
that doesn't appeal to me. So, I believe that another generation, the younger generation, a different
generation, would probably appreciate the same thing with different actors.
The reason Ava and Linda do not have a major problem with recognising the generational gap might be the fact
that such a generational gap is not dividing these two interviewees from their (younger) social connections.
Linda is talking about how “her friends’ kids” had watched the remake of Mary Poppins. Ava has even a more
distant relationship with these younger generations as she generally talks about “younger generations” and
“different generations”. If close (younger) loved ones were included in these younger generations, their reaction
to this generation gap could have been more negative. For example, Linda’s reaction could have been more
negative if her own children were the ones who had watched and loved Mary Poppins Returns. In a part of her
interview, Linda notes that even her 9-month-old nephew has a Star Wars T-shirt that he wears when the whole
family is watching that movie. She also notes that the child she will have in future should also know about Star
Wars because she has a major connection with it. This shows how important it is for Linda, and her whole
family, that their younger members love the favourite family films. Linda might react more negatively if her
nephew did not like Star Wars.
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Sometimes, the negative perspective that older generations have towards younger generations is expanded to the
cinematic derivation. In the following example, Veronica shows how resentful she is with the iconic celebrities
that younger generations are admiring. Veronica is a 30-year-old Chinese woman. She has lived and studied in
Europe prior to moving to Australia. Having completed an undergraduate degree in law and a PhD degree in
marketing, Veronica is an intellectual woman who does not agree with the lifestyle of younger generations who
spend a major proportion of their time on social media. She looks down on younger generations and she blames
younger generations for being the reason for so many classic movies being remade. When she is asked how she
would feel if her favourite movie, Definitely Maybe (Brooks, 2008) was reproduced as a remake, she replies
emphatically:
First of all, I have never followed any of, for example, Selena Gomez or Kendall Jenner’s Instagram
accounts because I’m not interested. Never, never, ever have been a Kardashian fan. Yes, as the young
generation movie stars, seldom that I get to enjoy the movies. Maybe it's the writing which is awful as
well, to be honest. Yeah, so I don't understand why they want to remake something like that. Probably
other people, like younger generation millennials, want to see something that they feel more attached to.
I think yeah that is the issue. They feel more attached to it, but I don't feel anything attached to them [the
young generations] so that's the reason I’m literally resistant to see the remake. If you ask my opinion, if
any director comes to me and asks my opinion for a remake, I'll say you're fucking idiots. Don't do it.
In this case, the generational gap already exists and, although the movie remake has not created such a gap, the
movie remake is likely to be rejected because of it. According to Veronica, when a new version of a certain film
is out, younger generations are going to be more connected to these new films. She highlights this when she says
“probably other people, like younger generation millennials, want to see something that they feel more attached
to”. Veronica indicates that she does not like to be associated with the younger generations. She is resistant
towards the new film as it is a symbol of the new generations or at least something mundane enough for the
younger generations, with whom she cannot relate. In this case, cinematic derivation is not the reason a person
feels disconnected from younger generations. Rather, younger generations are responsible for the person’s
favourite movie being remade. Veronica believes younger generations do not want to put some effort and
connect with original classic films. In another part of the interview, she suggests that young people do not want
to “do some bloody effort” to understand classic films. She blames their lack of effort as the reason for her
favourite films being redone as if such movies would have never been redone if it was not for such lazy young
people.
From the movie industry perspective, the fact that younger generations would prefer the cinematic derivations
over original movies is not necessarily bad. Lionel, whose family used to manage a movie theatre when he was a
teenager, elaborates how movie production companies use such a segmentation factor to craft their films so that
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the relevant segment is targeted properly. Lionel is in his fifties and his family business has had a significant
role in his career in academia. Lionel explains how Star Wars is produced with “Disneyesque” appearance to
attract young children.
If we go back to Star Wars, it was a phenomenal box office success. Phenomenal. But, as with so many
products like that, you have to entice a new audience in. At what point are you going to entice them in?
By the time you entice them into the teenage point of view, which originally Star Wars was targeted at,
then you hook in a very different audience. [It is] far easier to get them younger, far easier to get them in
six and seven with more Disneyesque version than it is to get them at 14 or 15. The whole contract
socially with those kids are different. So, to keep the product running, how are you going to do it? Make
it more appealing to the young audience. They made the right choice. Does it appeal to me as an older
watcher? No, but I get to say the grandchildren came along. So, it suits its purpose, doesn’t it? We sit
there in our Star Wars T-shirts and enjoy the movie.
The interesting thing about this participant is that he still sits down and watches the new episodes of the
franchise with his grandchildren, although the recent episodes are not that appealing to him. It appears that
Lionel is purposefully undermining the fact that the movie is not that interesting to him because he does not
want such a thing to create a generational gap between him and his grandchildren. Between rejecting the
cinematic derivation and not facing the generational gap, and accepting the cinematic derivation and enjoying it,
Lionel has found a third way. He sits down and watches the cinematic derivation, not to enjoy the movie, but to
enjoy the company of his grandchildren and also to be able to talk about their favourite movies with them. This
can be an interesting point for marketers as it shows how older consumers might be willing to compromise in
order to keep emotional ties with younger loved ones, which are shaped or enhanced through movies. This can
significantly affect consumers’ family identity and family consumption. Prior studies have shown how family
consumption experiences can contribute to the sense of family identity (Chalmers & Price 2018). Family
identity refers to those qualities and attributes which differentiate a family from others (Epp & Price 2008).
Family consumption experiences can reinforce the family identity and enhance the emotional relationships
among family members (Barnhart et al. 2014). Along with autobiographical obsolescence, memory
contamination is noted as a potential reason behind rejecting cinematic derivations. While autobiographical
obsolescence concerns with the autobiographical past disconnected from present, memory contamination
addresses the inability of using memories of consumption experiences as assets. The next section elaborates how
cinematic derivations might contaminate the viewer’s memories of consuming the original title.

4.2 Memory contamination
As a part of the theoretical framework, memory contamination – a higher order theme – is noted as one of the
potential reasons for rejecting cinematic derivations. As previously explained, memory contamination is
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conceptually related to autobiographical obsolescence and participants might use elements of both of these
theories to justify their dissatisfaction with cinematic derivation. That is why some of the quotes which are
previously used to elaborate autobiographical obsolescence might be used again in this section. Three lower
order themes are identified for memory contamination in the interview transcripts, namely movies as a part of
nostalgic memories, movies as reference points in time, and preserving the memory of the original. In the first
theme, movies as a part of nostalgic memories, nostalgia plays a major role. Favourite movies are regarded as a
part of nostalgic memories that consumers want to protect. Most of these memories were encoded when
informants were in their teens or early twenties. Quotes categorised under this theme have emotionally strong
tones. Traces of nostalgia can be seen in other themes as well but such a trace is not as strong as the one
depicted in this theme. In the second theme, movies as reference points in time, the memory of watching
favourite movies is closely linked to a certain period of a participant’s life. Items that have personal significance
for consumers, which are movies in this case, might belong to the second and third decades of participants’ lives
(Rathbone et al. 2017). This is compatible with the notion of the reminiscence bump (Rathbone et al. 2008). In
quotes categorised in this theme, remembering a part of the lived past and using it as an instrument to assert selfcontinuity is highlighted. In the third theme, preserving the memory of the original, participants show how they
want to preserve the memory that they have from watching their favourite original film. This is compatible with
the notion of recognising consumption memories as assets (Zauberman et al. 2009). Memories that such quotes
refer to can be encoded at different periods of participants’ lifespan and are not necessarily nostalgic. It should
be noted that these three themes might have overlaps. For example, one might have nostalgic consumption
memories from their emerging adulthood that they want to protect. Designed by the author of this thesis, figure
10 illustrates how these three themes can result in the rejection of cinematic derivations. This section will
explain each of these three themes consecutively.
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Figure 10: Cinematic derivation as memory contamination threat

4.2.1 Movies as a part of nostalgic memories
When participants were asked about their favourite movies, some of them noted that those movies are nostalgic
for them. Consumers’ preferences are impacted by those products they have encountered during their formative
years (Gineikienė 2013). Consumers’ emotional bond with their items is also more significant when they are
considered as nostalgic (Li et al. 2019). Nostalgic experiences also have a longer lasting effect on individuals
which can remain with them during their adulthood (Taye et al. 2019). Moreover, prior studies show that movies
are among the cultural products toward which people can grow nostalgic feelings (Holbrook & Schindler 1996).
Movies are also among the items about which consumers store nostalgic memories (Havlena & Holak 1996).
Recent studies highlight that consumers tend to travel to those destinations in which their favourite films have
been shot (Kim et al. 2019). This shows consumers’ tendency to expand their nostalgic memories from virtual
environments, in a movie, to the real world. Nostalgic memories hold psychological comfort (Zhou et al. 2012),
and need to be preserved so that those comforts can be maintained. Favourite movies which comprise nostalgic
memories, need to be protected for the same reason.

Nostalgic movies are also re-watched multiple times. The fact that the movie is watched multiple times
illustrates the importance of its memory. This is a clear indication that memories can be used as assets and
consumed, and re-consumed, to bring joy (Zauberman et al. 2009). Although viewers know what to expect when
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they are re-watching movies, this adds to the enjoyment of repeat viewing and also highlights the memory of
such a movie to be an asset. John, a 30-year-old American MBA graduate, is one of the interviewees who
indicates that his pick for the favourite film of all time is nostalgic.
Aladdin, the classic, classic cartoon with Robin Williams. If I had to pick one from nostalgic, like I’ve
watched it 3000 times and could tell you the entire script of the movie. That would be the movie.
When he is asked why that specific movie is his favourite, he mentions a part of his childhood in which Aladdin
played a significant part. The fact that the movie is re-watched many times illustrates that the consumption
memory of watching the animation is regarded as an asset. Re-watching the animations assures John that his
memories are intact and they can be utilised in future again if John needs them. Because of his father’s job, John
had to live in Africa for most of his childhood years and Aladdin, along with a few other animated films,
accounts for a major part of his childhood. These animations appear to have shaped a major part of the nostalgic
memories that John has from his formative years. Although there is not much to directly indicate memory
contamination, the fact that the person tries to keep the memory intact, suggests that the interviewee wants to
protect his memory from being contaminated.
I think it was Robin Williams, I think I really loved the genie. I think that was the attraction. The rest of
the storyline is okay, but the genie has a lot of, you know, jokes and singing and that kind of stuff, as well
as in Africa you only had access to certain mini-VHS. We didn't have internet, we didn't have that kind of
stuff, so I had Batman, I had all the Disney movies. That's pretty much all I had.
The emotional bond that John has with the genie character, and Robin Williams who voiced that role, appears to
be rooted in his memory. It is these memories that he protects through not liking the live action remake.
According to John, he was reminded of the original animated film when he was watching the live action remake.
The fact that the remake reminded him of the original, shows how the remake might contaminate the memory
that he had from the original cartoon.
I think the animation piece of it was different for me. And just the new stuff like the song, that's like one
of the best songs in that movie. And so, I just don't know. I didn't buy it. I think, while I was watching it, I
remembered the actual animations that went around with it. You know, and it was a lot funnier with
Robin Williams rather than Will Smith in a human caricature rather than a cartoon. You can do so much
more with that.
There is a certain song, ‘You Never Had a Friend Like Me’, which is used in both the classic animation and the
live action remake. Having heard both versions, John felt that the original sounded better than the newer
version. He also favours Robin Williams over Will Smith in the role of the genie. The fact that he refers to the
original animation as ‘the actual animation’ shows that, in his mind, John recognises the traditional cartoon as
the real Aladdin. The song and actor in the original Aladdin are parts of John’s nostalgic memory. The song and
actor of the remake, however, are dissimilar to the nostalgic memory. He also emphasises his dissatisfaction
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with the live action version when he refers to the character of Will Smith as the ‘human caricature’ of the same
character in the traditional cartoon. Such an expression also shows that in comparison to the memory that John
has on his mind from the traditional cartoon Aladdin, the memory that he tends to protect as an asset, the live
action remake is deemed a caricature, and lacks authenticity. Obviously, the animation is the human caricature,
not the other way around; but the original animated movie plays such a vital role as a memory asset that John
reverses the concept. The negative emotional tone of the word caricature shows that he is attached to the
memory of the original version.
The tendency to protect those movies, which are parts of nostalgic memories, is also noted by Farah, a 30-yearold Iranian student who is currently living in Australia away from her family. For her, nostalgic films are
reminders of good old times, the times when she used to watch her favourite animations with her family. Farah
regards the remakes of such movies as an attempt to contaminate her valuable nostalgic memories.
You know, when I was a child, I always wanted to see animations. Now, they are my favourites.
Whenever I have free time. I like to watch my favourite animations, [the ones that I used to watch] when
I was a child. Because it just reminds me of such good memories. You know, it just reminds me of when I
was a child with my brother, and my cousins, with my family members, we watched different animations
and films [together].
When she is asked how she would feel if one of her favourite animations were remade, she reacts negatively.
No, I don't like it…because you know, it's kind of, when something is about the past, I like the old
version, you know, because it reminds me of something. If you speak about the technology, always the
newest one is the best one. I know but if we speak about animation, or something that belongs to the past,
I always prefer the old version.
The intention to protect nostalgic memories from contamination is shown in Farah’s quote. Farah notes that
whenever she encounters “something that belongs to the past”, she “always prefers the old version” because it
reminds her of something. What she is implying is that when she encounters a cinematic derivation, she prefers
the original version because it reminds her of certain memories, the memories that will be contaminated by the
cinematic derivation. She appears to be not interested in the appeals of the movie remake. Her emotional bond is
not with the appeal of the movie but with the memories that the original version holds. This is highlighted when
she notes how technology can improve the quality of cinematic derivations. As she says, “if you speak about the
technology, always the newest one is the best one”. This might appear that if she only wants to evaluate the
production value of movie remake and compare it with the original version, the remake will be superior;
technology ensures this. However, “when something belongs to the past”, she always “prefers the old version”.
The reason can lie within the memories, and emotions, that the old versions provide for her, thus, she reacts
negatively towards the cinematic derivation to protect such memories.
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The memory of watching the original animation has several components and the animation is just one part of it.
The other parts might actually be more important. These other parts cannot be present in the experience of
watching the movie remake. So along with the movie remake, which is different from the memory of the
original version, these missing components contribute to the memory contamination as well.
I think it's because of the experience that's behind it. Now, for example, for the Lion King, I just
remember I was in my grandma's house, and this cartoon was one of my uncle's favourite animations.
And he told me different stories about this animation, then we watched this animation. It was wonderful
for me, because you know, it was kind of family gathering for me. I think the experience is more
important for me.
Close loved ones and happy occasions are among the most frequently reported components of nostalgic reveries
(Wildschut et al. 2006). Farah notes the importance of these nostalgic memories. She emphasises how these
components of her memory of watching the original version of The Lion King are more important than the
animation itself. These components, such as who she watched the animation with and the circumstances around
watching it, shape the essence of this valuable memory. Without these components, which will inevitably be
absent because of the geographical distance that exists between Farah and her family, this memory will be
contaminated. One of the main outcomes of watching the original Lion King for Farah is that it had been a
“family gathering”. She cannot have that memory with the live action remake of The Lion King. Choosing to
watch the original version of The Lion King is an easier choice for Farah, because it helps elicit nostalgic
memories. Choosing to watch the more recent remake by contrast, generates a ‘cost’ in that she is reminded that
such memories are not linked to the remake.
Another negative reaction towards the cinematic derivation of a nostalgic film is shown by Veronica. She has
watched the remake of her favourite animation, Sailor Moon (1995), but she does not like it.
It's a big hit for me. I'm telling this because it is still the theme of my mobile phone that I'm still using.
That's because they're just my whole childhood, this animation, and you know, in Japanese TV they love
to humanize the animations. So basically, it's called Cosplay, and they shoot it as a TV series and like
finally, all the roles who actually played in that TV series [the real-life TV series] became quite big in the
mainstream in Japanese entertainment industry. They are pretty good actors and actresses [those who
played in the real-life remake], to be honest with you. But let me tell you this was something from
animation and no matter how good looking you are in your life, you would just ruin it. It [the animation]
was just a magical thing or something. It [the real-life remake] was just human. They humanize the
animation, and it is awful.
Veronica is clearly indicating that the humanised version of her childhood animation is inferior to the original
version. She emphasises how nostalgic and important the memory of the original animation is for her, when she
conceptualises the animation as her “whole childhood”. In this case, the quality of the live action version does
not matter. They are the contaminated version of the memories Veronica has from the original animation.
Veronica uses the word “humanize” to emphasise the difference between her nostalgic memories and the live
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action remake. The memories that Veronica has from the original animation, just like any other traditional
cartoons, are drawings. These images are now changed into human figures which compare very differently to
Veronica’s cherished memories. These “humanized” derivations are “awful” and “ruin” the memory that
Veronica has from her favourite animation, the animation which is nostalgic to her and shapes her “whole
childhood”. The word “ruin” illustrates how Veronica regards the live action remake as a contamination of her
nostalgic memories.
The textual data shows that movies can work as a learning instrument when they are watched during the
formative years. People can learn about both positive and negative things when they watch movies during their
formative years (Funk et al. 2004; Gray 1995). Memories of such movies generate not only nostalgic feelings
but also knowledge about life, the world, and one’s self (Schlegel et al. 2011). Cinematic derivation of such
films may contaminate such memories and, hence, jeopardise all those heartwarming sentiments and knowledge.
Linda watched the TV show Friends during her teen years. In the following quote, she indicates how she has
looked up to the characters of the show and how she has learnt more about life and herself through what
characters have gone through. Linda specifies that Friends was her “snapshot in time” which helped her find out
how to be an adult or how it feels to “move out of home” or “to have your first job”. These life lessons have
been very important for Linda and have added value to the nostalgic bond that she has with the show. She has
also learnt about herself by watching this show. She has realised that she is most similar to the character
Monica, an obsessive-compulsive chef who is a fanatic when it comes to hygiene issues. This self-knowledge
has also intensified the emotional bond that she has with the show and the character. The following quote also
has some indications of the second theme of memory contamination higher order them, memories as reference
point in time. As previously explained, the three lower order themes of memory contamination have certain
overlaps.
Yeah. And [to see if] they're still in different apartments, still living their lives. I think Friends, when it
came out, was a snapshot in time. And that was my snapshot in time. So, when I watched that, I go back
to the age when I was first introduced to it as a teen. And for me, it was looking up to them. And this is
what, you know, what being adult is, or maybe how to move out of home feels, or to have your first job is
like, realizing that I was a more of a Monica than anyone else.
When she is asked about her reaction to the possible remake of Friends with the new cast or a sequel to the
series with the old cast, she replies as following.
“As long as they move forward in time, the time period, yeah…[with new cast] It would be hard for me to
accept that. I mean, because it won’t be Friends [anymore]. Friends is just Friends.”
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Linda is open to the idea of a sequel for Friends with the same cast, but goes against the idea of a remake for the
show. The sequel can still provide, or at least Linda might think that it will provide, a similar source of
knowledge for her. However, the remake can fully contaminate such sources of nostalgic emotions and selfknowledge. As she puts it herself, “it won’t be Friends [anymore]”. Since Linda closely identifies with the
Monica character, her reaction can be related to self-identity as well. This is another example of how
participants use more than one theoretical explanation to illustrate their reactions towards cinematic derivations.
Linda wants to see how the characters’ lives have evolved through time. She has also moved on with her life.
She wants to see if the sequel of the show can be another snapshot in time for her and whether she can learn any
other things from the characters about life and herself. The characters have already taught her how to deal with
moving out of home and find the first job in the original series. Maybe they can teach her how to become a
parent or deal with mid-life challenges in the sequel.
Ariya notes the importance of protecting memories as a means to protecting the nostalgia associated with these
memories. Ariya is a 40-year-old filmmaker and lecturer in cinematic studies. He was born in Iran, but spent his
childhood in Europe as his artist parents were exhibiting all around Europe at that time. He shows his nostalgic
sentiments for the memories that he has from his grandmother’s house in the following quote.
One of the hardest things I've had with nostalgia is going back last year to the streets that I lived when I
was in high school and I should mention that it is completely changed, like everything is changed, like
there were a number of houses, you know, with a courtyard and a little apartment and the street was so
narrow, like it felt like no cars could go through. But now it's a six-metre street. All over, the houses are
turned into apartments and the little apartment I lived in is now turned into a 15-story complex. The
entire neighbourhood is like this. And my father had done two mural paintings on each side (of the
street) which is completely destroyed. So, you really feel like your childhood has been stolen from you.
It's gone, it's erased. So that was a very difficult experience I had with this sense of nostalgia, I used to
go there and walk there and sort of remember the past, but when the location is completely changed, you
feel that parts of your history are taken away from you.
Changes that have happened to Ariya’s grandmother’s neighbourhood have contaminated Ariya’s nostalgic
memories. He notes how different components of his nostalgic memory, things like his father’s murals, the type
of houses, the width of the alley, and other apparently small but important details, are missing now that he has
revisited the same place. This is why he considers such changes as an attempt to “erase his past”. Ariya’s
negative reaction towards such a try to “erase his past” can be triggered because of the autobiographical
obsolescence as well. What he is implying, is that his nostalgic memories are stolen from him through the
memory contamination. Ariya is unhappy with such changes and he demonstrates his unhappiness when he calls
the reconstructed street as “destroyed”. He also notes his reason for being unhappy with such a change when he
mentions that such a change makes him feel that his “history”, which refers to his autobiographical memories, is
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“taken away” from him. He clearly indicates that the change in the neighbourhood has contaminated the
nostalgic memories that he has had from his childhood. He indicates how he has “lost” his childhood due to
such changes. That is why he notes the difficulty that he has had with nostalgia. However, he does not have such
a negative reaction to the redone versions of his favourite movies because none of those movies are nostalgic for
him. When he is asked about how he would feel if his favourite film, Close Up (Kiarostami, 1990), was to be
redone as a remake, he says he would not mind it.
No, honestly, I don't think like that with a remake. I don't feel that is the case. It could be because I
watched most of the films in my adulthood. And I think, for example, I feel strongly about what I just
mentioned to you about my home and it could be because it was under the age of 18 [when I stored that
memory]. Maybe something changes [after the age of 18], then I'm not sure. And I've seen most of the
films that have after that age, except animations, actually. I think I'm actually excited to see how this new
director has rediscovered or re-interpreted this story, especially if it's not just for commercial purposes.
Yeah. If it's for creative purposes.
There is no indication of ‘stealing my childhood’ or ‘taking away my history’ here because the memory of
watching his favourite movie is not nostalgic for Ariya. He is a film director himself and looks at movies as a
part of his job. This can be one of the reasons for his positive approach to such a hypothetical remake. However,
the fact that the memory of watching the original movie was not encoded during his formative years can also
have a significant role to play with him not having problems with such a hypothetical remake. His excitement to
see how another director has “rediscovered or re-interpreted” the story comes from his profession as a director.
However, he clearly indicates that he does not have any significant emotional bond with the original Close Up
because he watched it when he was over the age 18. He highlights the difference between his reaction to his
favourite movie being remade and his grandmother’s house being reconstructed to show that he does not have a
nostalgic bond with the movie. Prior studies show that consumers’ movie preference is shaped during late teens
to early twenties (Holbrook & Schindler 1996). This indicates that even if Ariya has watched his favourite
movies during his formative years, the link between the movies and Ariya’s job is strong enough to prevent
nostalgic bonds. The tendency to protect the memories of favourite original movies does not stem just from their
nostalgic tone. Some of these memories are not necessarily nostalgic but they are encoded in a specific era of
individual’s life that make them a reference point in time when the individual looks back at their life. While
quotes related to movies as nostalgic memories were presented in this section, the films that work as reference
points in time will be elaborated in the next.

4.2.2 Movies as reference points in time
The second lower order theme identifies those participants who tend to use their favourite movies as a reference
point in time. For these informants, the movie, and the memories attached to it, are closely linked to one specific
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period of their life. These valuable autobiographical memories are existential resources through which
participants can assure that they have existed in the past. Hence, they tend to protect these valuable assets so that
their sense of existence remains intact. Maintenance of a sense of existence through protecting memories is an
overlap between autobiographical obsolescence and memory protection. When a movie, which is a part of these
important autobiographical memories, is redone as a remake, sequel, prequel, spinoff, or reboot, it might
contaminate the initial memories which such participants have from that period of their lives. Since those
memories are important and need to be protected, the participants might reject the cinematic derivation to
prevent their memories from being contaminated (i.e., thinking about the remake while watching the original).

All three theoretical justifications overlap in this theme. Contamination of autobiographical memories, which
work as reference points, can result in autobiographical obsolescence and self-identity conflict as well. If such
memories disrupt self-reflection, they can cause autobiographical obsolescence. Memories of the second and
third decades of life also contribute to the notion of self-identity which can be jeopardised if such memories are
contaminated. Self-continuity, which is essential in all three theories, can also be negatively affected if the
memories, which enable people to situate themselves through time, are contaminated. Hence, contaminating
such memories can also lead to the lack of self-continuity. Nostalgia also has a role to play in this theme as
some of these reference points belong to the nostalgic eras of participants’ lives. However, being nostalgic is not
an essential presupposition for the quotes used in this theme. Prior studies show that adults tend to recall more
from their teens and twenties which is called the reminiscence bump (Rubin & Siegler 2004). These specific
periods of life, such as adolescence and emerging adulthood, hold the important self-centred memories that can
be used when one needs self-knowledge (Rathbone et al. 2008). Such self-knowledge can also be used to
construct self-identity and prevent autobiographical obsolescence. This is another indication that the theme
‘Movies as Reference Point in Time’ is related to all three theories of this study. While the affective part of
nostalgia is emphasised in quotes used in the first theme, the cognitive aspect of nostalgia tends to appear in the
quotes of this theme.
The first quote of this theme comes from Borna who chooses The Jungle Book and The Lion King as his
favourite films. Borna is a 35-year-old academic who was born and raised in Iran. He has been studying and
working out of his mother country for the last 14 years. Both of his favourite animations are nostalgic for him as
he watched them during his childhood. He says that he tends to play these animations while he is marking
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papers since such “familiar voices” are pleasant to him. When he is asked about why he does such a thing, he
replies as follows.
It takes me back right into my childhood. And there isn't any specific part about the movie itself. It's all
about me. It's just the memories and feelings. It makes me happy. I know all the parts and sometimes I
don’t focus too much on that [the content of the animations]. Like, it doesn't really have anything [new].
This is a movie [which I have seen many times]. And sometimes it could be boring. But that's why the
focus on the content for me disappears. It's just the whole emotions that it is giving me: [being] approved
and [being] provoked.
In the case of Borna, “familiar voices” are reminders of nostalgic memories for him which work as a reference
point in time. As he notes, hearing such voices, and remembering those nostalgic memories, give him a sense of
approval. The word “approved” used here mainly refers to the notion of self-continuity in that Borna’s sense of
past existence is verified when he hears those familiar voices. The animation works as a reference point in
Borna’s past which assures him that he has existed in the past. Hearing these familiar voices, helps him to locate
himself through time (and place) when he looks back at his past. This is an indication of self-continuity. Since
Borna remembers nostalgic autobiographical memories when he watches his favourite animations, his sense of
self-continuity is boosted. The memories also make him feel happy. For Borna, his consumption memories are
even more pleasant because they are nostalgic, and important autobiographical memories which contribute to his
sense of self-continuity. When Borna is asked whether he remembers himself or the content of the movies when
he thinks about his favourite animation, he responds as below.
I think remembering myself is a stronger part [in comparison with remembering the content of the
movies]. Because I just remember me being a kid, let's say, and remembering myself being a kid and
watching things, like no concerns, no worries, nothing, with my cousins. And those feelings are caught
[in those films]. I guess [those feelings are] precious and nice and you don't experience them in, you
know, these days. That's, you know, just living in different countries. And for that reason, I guess it's me.
It's myself, but also, you know, the contents are kind of like makes me feel good, too. But I guess that
feeling has made me stronger for sure.
The notion of self-continuity is emphasised in this quote. The autobiographical memories that Borna has from
his childhood work as a reference point in time for him to remember how his life used to be. As it is previously
illustrated, this notion of self-continuity, and the memory which works as a reference point in time, also
contribute to Borna’s self-identity and autobiographical relevance. The nostalgic tone of these childhood
memories provides emotional satisfaction for Borna. He highlights that these “precious and nice” emotions are
not the things that he can experience “these days”. Borna is indicating that the memories that he has from his
favourite animations work as valuable assets which make him “feel good”. The emotions that are ingrained in
such memories have made him “stronger for sure”. Protecting such important memories is essential for holding
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these emotions. In order to protect these valuable assets, Borna reacts negatively to cinematic derivations of his
favourite animations.
The memory of watching these animations in Borna’s childhood is closely linked to the time that he used to
spend with his friends and family. Now that he is away from his loved ones, the animations are reminders of
those memories which are filled with warmth and emotion. This is aligned with the role of nostalgia as a
facilitator of social connectedness (Zhou et al. 2012). A similar function has already been noted for nostalgic
memories, and nostalgic movies, as in the case of Farah. Borna has been living away from his family for more
than 13 years. These animations, which were initially watched during his childhood with his family, work as a
reminder of those times. The fact that Borna is an expat increases the value of such memories as assets. That is
why he focuses on the emotions and memories, rather than the actual animation content. He has already watched
them many times and they can even be boring for him. What is not boring however, are the nostalgic memories
and the emotions attached to them.
Every time I hear them [dialogues of the animation], it takes me back to those times. It's just a great
feeling that takes me back to my childhood, takes me to the occasions that I watched this stuff with my
friends, family, like you know, things like that.
A return to a childhood film generates positive feelings of nostalgia. When he is asked if he likes to watch the
remake version of his favourite movies, which are both animations of The Jungle Book (1967) and Lion King
(1995), his answer is no.
I don't want to watch that [the remake of The Jungle Book]. No. I mean I was going to, then I decided
not to. Because I watched the trailer [of the remake]. And the same as Lion King, I know the new Lion
King is out now. And everyone's been talking about it. But I don't want to watch the new one. I feel it is
just not as good as the old one. I feel that the old one was the one that is the one. And the new ones are
really great. I mean, if it's your first time watching it, I think that would be good. And you might even
enjoy that but for me, it will change the picture that I have from that movie from when I watched it. And I
remember that with Lion King I was crying when Simba lost his dad. And it still makes me sometimes,
you know, tear [up] when I watch it. So yes, I've watched the trailer [of the live action remake]. But I
didn't want to watch it, like you know it will be like betraying myself and my feelings by viewing the new
version, the modern version. You know, that’s not the right one. I watched the right one and that was
good and that's it.
The nostalgic autobiographical memories of watching the original versions of The Jungle Book and Lion King
are so emotional for Borna that he regards watching the new versions of these animations as an act of betrayal.
He believes he would betray himself and his feelings if he saw the new versions of these two movies. In such a
case, he would betray himself, the person that he was when he watched the original animation. In other words,
his present self would betray his past self through watching the live action remake. This is also another
indication of movie remakes causing self-discontinuity. As long as he has not watched the remakes, his
memories of the original movie are intact and there is no conflict between his present and past selves. These
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movies are reference points that help him locate himself in his past. If, however, he watches those cinematic
derivations, his memories will be contaminated and his sense of self-continuity will be jeopardised.
Borna has already shown how superior he believes the original version, or the memory of the original version, is
in comparison with the remake when he talks about how he regards the classic original animation as “the one”
or “the right one”. He believes he has already watched “the right one” and “that was good” and “that’s it”. That
is enough for him. He has watched the original version and has created memories with it. Those memories help
him locate himself in his past. He tends to protect these memories through not watching the cinematic
derivations so that the emotions attached to such memories, and the reference points in time that the memories
facilitate, are not lost.
Since Borna has such emotionally rich and important memories from the original versions of his favourite
animations, even watching the trailer of the remakes can threaten his valuable memories. Since the events of
watching nostalgic movies are emotional, it is more likely for them to be recognised as important
autobiographical memories (Christianson & Safer 1996). Such important autobiographical memories need to be
preserved (Rubin & Berntsen 2003). Similar notions of memory protection, for travel destinations, have already
been reported (Zauberman et al. 2009). The fear of contamination of such important memories was so intense
for Borna that he decided to refurbish the memories that he had from the original version of the Lion King.
I watched this trailer of it and I was like oh Simba, and then I went and watched the old version again. I
downloaded the movie, [the original] high quality. Because, that's how it's been recorded in my mind.
And I kind of like, you know, perceive them as the original one to me. So, any other ones, you know, that
are not the same as what I've watched, I wouldn't enjoy.
When he sees the trailer of the live action remake of The Lion King, he realises that even such a small
interaction with the remake can contaminate the memories of the original movie. Borna clearly indicates that the
original film is how the memory of The Lion King is “recorded in his mind”. Therefore, he decides to rewatch
the original version to refurbish his memories and make sure that they are secure from any contamination. This
is how he “perceives” the original one from contaminations. This is a clear indication of protecting valuable
memories.
For Linda, movies work as reference points in time as well. Linda and her family have this routine of watching
movies together on Sunday evenings. The type of movies that they watch depends on the mood of family
members and also specific occasions. It is also interesting that they sometimes choose to watch those movies
that they have already seen. In the following quote, she elaborates how the memories of specific periods of time,
like Christmas, are closely related to certain movies. This also serves as a way for family members to locate
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themselves through time. This reference point in time also includes some other details such as the reactions of
her family members to the movie when they were watching it together. All of these small details contribute to
the emotional value that these movies hold for Linda, the emotional values that can be tarnished if such movies
are redone.
And It's funny, you know, I think about how I choose to pick a movie like so, on a Sunday afternoon,
when we want to pick a movie, it comes back to the feeling that you get with it. So, you know, I love
watching Saving Private Ryan, if I'm in the mood for action, Mrs. Doubtfire. If I'm in the mood for a
laugh, and then you know, you have those connections and memories with that sitting around. Christmas
is always Home Alone, or it is National Lampoon's Christmas Vacation. And you know, I still wait for my
dad’s laughter over the top of everything when the cat gets fried on the Christmas tree. And we still
watch that together as a family and he still laughs at the same point. You just sit there and wait for it to
come walking over the top. So, I think it comes back to it. I choose my movies based on the feeling that I
know it evokes in me. So yeah, if I want to feel closer to my mom, I watch Grease or Sound of Music and
yeah. Also, I pick up the phone and talk to her but those are the movies that [through which] I connected
with her. So yeah.”
Linda indicates that such movies are chosen according to the feelings that the family gets with them. She
highlights that not watching the movie but refurbishing the memories that the family members have from the
movie is the important factor determining what movie to pick. Because such memories are the sources of the
feelings that family members have from each of those films. So, no matter whether she watches Saving Private
Ryan or Mrs. Doubtfire, the memories of previous movie consumption experiences are the main consumed item.
Specific periods of time, such as Christmas, have their own routine of movie consumption. In these cases, the
memories of previous experiences of watching those movies are refurbished, and emotional satisfaction is
consequently generated. The memory of what is going to happen actually adds value to the repeat viewing
experience. However, the memories of watching such movies have other parts too, such as the reaction of
Linda’s father to a certain part of the movie, a part which is repeated every time that they watch the movie
together. The role of movies as reminders of such emotionally rich memories is so significant that Linda tends to
watch some of them, such as The Sound of the Music, to feel close to her mom. She notes that she calls her mom
to feel close to her too but she somehow believes that watching The Sound of the Music and calling her mom
have similar, if not equal, roles in making her feel close to her mother. This shows the extent to which these
movies, and the memories that they hold and provoke, are important for Linda. She is against the idea of doing
any type of cinematic derivation from such favourite films of hers as those cinematic derivations can
contaminate these important memories that she has from her loved ones. When she is asked if she has watched
any remake that she likes, she replies briefly “I would stick to originals.”
Two lower-order themes related to memory contamination have been covered so far. While quotes in the first
lower order theme had nostalgic tone, those of the second lower order theme referred to the second and third
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decade of participants’ lives. In the third theme, the quotes show a general tendency to preserve the memories of
favourite original movies, irrespective of their tone or their reference points. The following section is dedicated
to the third lower-order memory contamination theme: preserving the memory of the original.

4.2.3 Preserving the memory of the original
The third lower-order theme related to memory contamination recognises the tendency among participants to
preserve their memory of the original movie consumption experience. Unlike the first lower-order theme of
memory contamination which is focused on the nostalgic tone of the memory contents, the tendency to preserve
memory of the original can occur for non-nostalgic memories. In the previous theme, most of the memories
were encoded during the second and third decades of life. However, the tendency to preserve memories, which
is explained in this theme, can occur even for those memories which have been encoded in different parts of
participants’ lifespan. The same notion of preserving memories is recognised for consumption experience
(Zauberman et al. 2009) and autobiographical memories (Rubin & Berntsen 2003).

The participants used different words to show their desire to preserve the memories they have from watching
their favourite original films. While some of participants refer clearly to their willingness to protect their movie
consumption memories, such as “maintaining the originality of movies”, some other interviewees use different
expressions to describe their memories such as “pre assumptions” and “expectations”. The term “originality” is
also used by some informants in this study to refer to the special quality that the memories of watching the
favourite original films have. This word carries the sense of authenticity that such interviewees consider for their
consumption memories.
The notion of the lost originality of memories is noted by Veronica. When she is asked about how she would
feel if her favourite animation were dubbed into another language, she indicates that dubbing would cause the
original animation to lose its originality.
They lose the originality. The originality of that movie is in Japanese [language] so I think [producers
should] respect the original culture and make it in freaking Japanese. I know they want to attract more
people who are too lazy or they hate listening to a language or to understand it because they have to
watch subtitles and then they can't really watch the movie, I get it. But so, if you really like something,
make some bloody effort, like stop whining, like make some effort.
Veronica links the originality of the movie to the language, Japanese, which was the language used in the
original movie. The Japanese language is a part of the memories she has encoded from watching her favourite
animations. If the animation is reproduced as a remake in another language, the originality of her memories will
be lost. In other words, her memories would be contaminated. She also blames the laziness of those people who
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are not willing to make some effort and read the subtitles. She believes that it is not fair that her memories
would lose their originality because some lazy people are not willing to “stop whining” and “make some bloody
effort” to understand the original movie. Her tendency to preserve the memory of her favourite movie is
depicted in another quote in which she links her feelings toward the movie to the intact memory that she has
from her favourite film. When she is asked if the animation needs any change, she replies “everything is just
perfect in this movie. That's why I love it.” She is right. Everything is perfect as long as the memory is not
contaminated. Veronica’s similar quotes have already been used to illustrate autobiographical obsolescence. As
it has already been noted, the same quotes might have occasionally been used to illustrate different ideas in this
study.
Michael, an Australian in his mid-fifties, is another participant who is not satisfied with the cinematic
derivations of his favourite films. He was born and raised in a pioneer communist household. His father used to
take him to the cinema and that is how Michael was able to watch many classic European and American movies.
The following is his reaction to Psycho (Van Sant, 1998) which is a remake of Alfred Hitchcock’s Psycho
(1960).
I didn't see what could be more interesting. I didn't see how that [the remake] could get anybody better
than Anthony Perkins to do that. And I couldn't see anything but disappointment. Right, they might have
got somebody like Tony Perkins, but if they did, fuck me they are geniuses, because you know he was
born to play that role and he was a great actor. And he plays that so beautifully, that role, there're all the
classic improvisations like what he did with the bird and with his fingers and all those [sic]classic stuff.
Michael indicates that he is disappointed with the remake. He notes that the remake was not capable of being
more interesting. What he does is to compare the memories that he has from the original Psycho, which are
likely to be biased in favour of the original movie which forms part of Michael’s autobiographical memories, in
comparison with the remake which does not. Those details that he points to from the original Psycho might be
actually the details of his autobiographical memories that he has from the original movie. These details are
unlikely to be present in the remake. Antony Perkins does not play any role in the remake and all the details
related to him, are absent in the remake. These differences can contaminate the memory that Michael has from
the original Psycho. This might be the reason why Michael reacts negatively towards the remake. Although he is
fascinated with the acting of Antony Perkins in the original movie, his idea about producers being unable to find
an actor better than Perkins has a non-cinematic reason. He implies that no actor can play up to the image that
he has from Psycho, the image in which Perkins plays a part. He shows his fascination with Perkins’ acting
when he says “he was born to play that role”. Hence, Michael tends to reject the remake in order to preserve the
memories that he has from the original Psycho.”
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Interestingly, Michael does not have the same negative reaction towards sequels. In the next quote, Michael
talks about what he thought when he decided whether to watch the remake of Psycho. He also points at a
difference between a remake and a sequel. This difference can increase the chance of memory contamination in
remakes in comparison with sequels.
All I can say is that, I said to myself, ‘I don't want to pay money to sit there and go oh fuck it that wasn't
as good as the last one’ or ‘That wasn’t good’. It's a different thing with a sequel, if the sequels are bad,
you know, sequels are a different film, but a remake...
Michael indicates that he was worried about having his memories contaminated by the Psycho remake. He was
not willing to sit there and find that the remake was not as good as the memories that he had from the original
movie. He clearly recognises that the remake and the original movie are similar movies, or he expects them to
be similar movies, whereas sequels and original movies are “different” films. He is more positive towards
sequels because they are not supposed to be similar to the memories that he has from the original movie. In
other words, he is less concerned that sequels, compared with remakes, can contaminate the memories that he
has from the original. the fact that Michael recognises a sequel, or a prequel, as a different, and separate, movie
from an original title decreases the chance of rejection. However, he is concerned that a remake can contaminate
his memories of the original movie because he expects to have the remake very similar to the original. It is
highly likely that this expectation will not be met. In the case of Psycho, even if the remake is scene by scene
similar to the original, it is still not the original. Because different actors are playing the roles and Van Sant,
instead of Hitchcock, is the director. The remake is still different from Michael’s memory, irrespective of how
hard Van Sant has tried to replicate the work of Hitchcock. But just because Michael recognises a sequel and its
original movie as separate movies does not mean that a sequel cannot result in memory contamination. The
following quotes shows Michael’s opinion about Blade Runner 2049 (Villeneuve, 2017) which is the sequel of
Blade Runner (Scott, 1982).
I just thought it was lazy. It was a very lazy flabby film. It was good out to them (the producers of the
remake). The original Blade Runner was a beautifully made film like a beautifully crafted film, a
beautiful looking film that had a real direction to it. It really knew what it was talking about. It was a
really clever idea. The guys, the production, designers the art designers (of the original movie), they all
got that stuff at Metropolis. And it's all over Metropolis, and that's they have stolen from Metropolis. It
was one of the last great films pre-CGI. And you cannot get that look in CGI. CGI just does not look that
good. It looks 2D, it looks phony. But that (the original film) was a beautifully made film with models.
The recent one, I just thought it was absolutely a cliché. Suddenly there's got to be people living
underground (as a) revolutionary movement? Come on guys, aren’t there any more probes?
Michael highlights the differences between the original Blade Runner and its sequel, which have resulted in him
experiencing memory contamination. He believes that the CGI used in the sequel is not as good as the models
used in the original movie. The comparison between the visual aspect of the sequel with the memories that
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Michael has from the original movie results in favour of his memories. His emotional connection with the
memories of the original Blade Runner makes him to derogate the sequel. He accuses the CGI used in the sequel
to be 2D, which is quite the opposite of what CGI is created for, and phony which are both indications of
dissatisfaction resulting from memory contamination. He links the visual aspect of the original Blade Runner,
which is the main part of his memory of this movie, to another favourite movie of his, Metropolis (Lang, 1925),
to prove the superiority of his memories from the original Blade Runner to its sequel. He also criticises the
storyline of the sequel but this is not as important as the visual differences for Michael. He has a case of
comparison with which he can judge the quality of the sequel. This case of comparison is the memories that he
has from the original movie. In comparison with the memories of the original title, which are biased due to
autobiographical memory bias, the sequel is not worthy enough. His tendency to evaluate the original movie
better than the sequel lies within the notion of preserving his memories as valuable assets.
As a part of the interviews, the researcher asked participants to talk about their ideal cinematic derivation of
their favourite films. In this hypothetical scenario, the participants were in charge of choosing the cast for a
cinematic derivation of their favourite movies. Interviewee’s reactions highlight a tendency to protect the initial
memories that they have stored from the original movie. This is illustrated in the quote by Emma, a 61-year-old
woman who really enjoys music and dancing and this has influenced her taste of movies as well. When she is
asked about who she would choose to play the role that John Travolta played in Saturday Night Fever (Badham,
1977) she does not recognise anyone capable of doing that.
“There isn't anybody to fill his shoes really. Nobody really comes to mind because to me he's the best for
that particular role. To me, in my head, that is the best you can get. It is like trying to redo Grease with
somebody else other than John Travolta and Olivia Newton John. I really want to say it because that's to
me, that's what it should be. That's in my head and I like to leave it that way.”
Emma is clearly indicating that the memory she has from movies like Saturday Night Fever and Grease is
closely linked with the actors who played the main roles. The remake is a bad idea because it changes this
memory that she has of these characters. She shows her attachment to these actors when she mentions that for
her, “he (Travolta) is the best for that particular role”. The fact that for Emma, Travolta is the best for that
particular role has not got much to do with the acting. Emma remembers Saturday Night Fever with the young
Travolta playing in it, just the same way she remembers Grease with John Travolta and Olivia Newton John.
She refers to her memories when she says “that’s in my head”. As Emma says, “this’s what it should be”. This is
how she remembers those films and she likes to “leave it that way”. This is a clear indication of preserving
memories. Emma is indicating that she does not want to see any remake for her favourite films because they will
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contaminate the memories that she has “in her head” of the original movies. Rejecting the cinematic derivations
of her favourite movies is her attempt to protect her memories. In the next quotes, she talks about her reaction to
the TV mini-series Dirty Dancing (Blair, 2017), which is a remake of the movie Dirty Dancing (Ardolino,
1987).
It's like Patrick Swayze and Dirty Dancing to me. That's the best you can get. There is no second best for
me. And just recently they were doing a remake sort of thing on the TV with Dirty Dancing and they
called it the real Dirty Dancing. And I didn't watch it because I thought that Patrick Swayze is the real
Dirty Dancing. I don't want to see anybody else [in that role]. And I would probably feel the same about
anybody thinking that they could do a better job than John Travolta, because to me, John Travolta is the
best in that particular movie [she is referring to Saturday Night Fever]. I think so. I don't want to watch
anybody else do it.
As Emma is clearly noting, the original Dirty Dancing is a valuable memory asset for her that she wants to
preserve. Patrick Swayze is major part of this memory which needs to remain intact. She emphasises how
important Patrick Swayze is for her memory when she says “Patrick Swayze is the real Dirty Dancing”. When
the movie was remade as a mini-series (dance contest), Swayze was absent. The cinematic derivation was
definitely different from the memory that Emma had from the original movie. If she had seen the mini-series, it
would have contaminated the memory that she had from the original movie. That is why she decided not to
watch the mini-series. The quote “I don’t want to see anybody else (in that role)” clearly indicates the tendency
towards preserving the memory that Emma has from the original movie.
Ramin is another participant who wants to preserve the memories that he has from his favourite movies. He is
36 years old, an IT engineer, and originally Iranian. The tendency to preserve his memory is so strong that he
does not want to accept that Iranian national TV, which broadcasted his favourite animations, had changed
major parts of the storyline. His emotional attachment to the animation storyline as he has watched it in the past,
which is a major part of his memory, prevents him from watching even the uncensored version of the original
animation. For him, the censored version with the altered storyline is the actual version of his favourite
animation because that is how he remembers it. The following is his response to the hypothetical remake of
those animations.
“I'm not even interested. Like, you know, I'm connected to that story. I don’t want to destroy it. I am just
connected to it so heavily. I don't want to ruin it. I later realized that in that animation, the characters
are not like father or uncle or whatever. I actually don't want to accept it. I don’t want it ruined. What
the hell? Like I made so much memories with them. I don’t want to change that. It means you have to be
reborn, like you know, it kills everything. So, I prefer the old way or even the sense of it.”
The tendency to protect the memory of the original movie is illustrated as Ramin talks about how he does not
want to “destroy”, “ruin”, or “kill” the memory that he has. He does not care if the version that he watched was
censored. He does not care if the TV officials changed the storyline of the animation so that it would fit within
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the Islamic state’s moral framework. What matters to him is to protect his memories from being contaminated
with the additional parts of the original animation. To him, the correct storyline is the one that he has watched,
no matter it was censored or otherwise. He emphasises the importance of such memories when he indicates that
contamination of such memories will be similar to being “reborn”. He implies that watching the uncensored
version of the animations will make him another person. This sounds very much like a self-identity threat and
again proves the overlap that exists between the three theories used in this study. That is how important such
memories are for him. In this case, the animation does not need to be reconsumed as a remake to cause memory
contamination. Even the additional parts of the original animation can result in memory contamination.
The voices of the animation are another part of Ramin’s memory which needs to be preserved. These animations
were all dubbed to Farsi when Ramin watched them as a child. He tends not to watch the original animation in
any language but Farsi, because watching the animation in any language but Farsi will contaminate the
memories that he has from that animation. Preserving the memory will not be achieved as long as there is any
significant difference, in the audio or storyline, between cinematic derivation, which is in this case the
rewatching of a favourite animation, and the memory that the person has from watching that original movie.
Even if it is in Japanese and subtitled, I don’t want to watch it. Because I prefer to watch it dubbed
actually.
Ramin is also “a fan of” using technologies to do a remake exactly like the original movie. The following quotes
show how he is opposed to a remake with a new cast, which is different from the memories that he has from the
original movie and hence can cause memory contamination. However, he shows his appreciation for a remake in
which technology is used to bring back the old cast as they looked like in the original film. In the next quote, he
shows how satisfied he is with the idea of using technologies to enhance the quality of his favourite movie,
Mother.
“Yeah I am a fan of that. I mean, recently I have found a better version of Mother, like a better quality,
and I really appreciated it. Obviously, that's just because obviously you want to see the pictures sharper
and that helps. Better quality, yes obviously. But changing it or modifying it in another form, no.”
Ramin’s point is clear. Remaking the original movie with the original cast is very much like, as he indicates, the
original version with a better quality. In this case, his memories are not contaminated but polished. There will
not be any major difference between what he remembers from his initial viewing experience of the original
movie and the subsequent viewing of the remake. Thus, memory contamination is unlikely to occur. As he
illustrates, he is okay with enhancing the quality of the original movie, which can take place when technologies
are used to do a remake with the original cast. However, if the remake is different from the memory that he has
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from the original movie, due to any change or modification, he will not accept it. As he explains in the next
quote, Ramin wants to preserve his favourite movie, and his memory of such a movie, as “the way it was”.
I think it is good not to do that [the remake] at all, unless you're improving the quality of the picture or
the audio. Even in the dubbed version like I wanted to be the Persian language not in original language,
and without the moments that were censored. No. I just want it the way it was.
As it was illustrated in this section, consumers might reject a cinematic derivation to protect their memories of
the original movies and their consumption experience. Although they might refer to their memories in different
ways, such as pre assumptions or expectations, they value their consumption memories and try to preserve them.
It is more likely for consumers to react negatively towards a cinematic derivation if the original movie is
regarded as nostalgic. The emotional attachment to their memories, and not necessarily to the movies
themselves, is the main reason for rejecting cinematic derivations when they contaminate the memories
associated with watching the original movie, or have the potential to contaminate. Although memory
contamination is one of the main reasons behind the rejection of cinematic derivations, there is another major
factor which might impact consumer’s behaviour towards the new derivations of their favourite movie; selfidentity.

4.3 Self-identity
This section is dedicated to exploring the role of self-identity and film consumption. While the previous higher
order theme explained the role of memory contamination in rejecting cinematic derivations, this higher order
theme explores how new derivations of favourite films can result in self-identity conflict in viewers. Selfidentity refers to the self-perception that an individual has for themselves. As previously explained, self-identity
has conceptual overlaps with both autobiographical obsolescence and memory contamination. Hence, some
quotes that have already been used for the other two theoretical explanations might also be employed to
elaborate the role of self-identity in rejecting cinematic derivations. Figure 11 depicts two lower order themes
which elaborate the role of self-identity in interviewee’s negative reactions towards cinematic derivations –
viewer’s identity connection with the original and feeling naïve or stupid to have loved the original.
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Figure 11: Themes of self-identity conflicts
Nostalgia also plays a role here as participants tend to choose nostalgic movies as their favourite films and try to
keep them intact to preserve their self-identity. However, participants express less obvious indications of
choosing nostalgic movies when self-identity threat is the trigger of their negative reaction to cinematic
derivations. Such indications are more obvious when memory contamination threat is the trigger for such as
negative reaction. Such a phenomenon might occur because the link between nostalgia and memories is clearer
for the participants in comparison with the link between nostalgia and self-identity. Memories account as a
major part of nostalgia whereas the link between nostalgia and self-identity is not that clear for an ordinary
person. One needs to think about the role that nostalgia has for their sense of self to recognise the importance of
nostalgia in self-identity. Hence, it is easier to connect nostalgia to memories rather than self-identity.

4.3.1 Viewer’s identity connection with films
Some of participants in this study have shown the connection that their identity has with their favourite films as
the reason for their negative reactions towards cinematic derivations. Such an identity connection is depicted in
several ways including using movies to demonstrate identity, using movies to construct self-identity, movies as
self-extensions, actors and characters of films resonating with viewers, and a tendency to share the favourite
film with others. All of these depictions of identity connection with films are explained in this section. Figure
12, designed by the author of this thesis, illustrates how identity connection with movies are depicted in the
interviews of this study.
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Figure 12: The role of identity connection with movies in rejecting cinematic derivations
A viewer’s identity connection with movies can be illustrated in five formats. Table 5, developed by the author
of this thesis, below shows how these five formats are described.
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Table 5: How various self-identity lower order themes are different from one another
Viewer’s identity connection

Description, “simplified example”

Movies as depictions of identity

Favourite movies represent important characteristics with which the viewer
wants to be identified. “I am a feminist. Hence, my favourite movie must
represent this value too.”

Movies as self-extension

Favourite movies are regarded as a part of viewer’s sense of self.
“Casablanca is like a part of me. Remaking it would be like changing that
part of me.”

Movies as materials to

Favourite films are used as an ingredient to construct viewer’s identity. “I
am who I am now because of Saturday Night Fever. I cannot even
understand how the movie can be produced anything but how it is.”

construct identity
Identifying with actors or
characters of movies
Tendency to share

4.3.1.1

Viewer identifies with an actor or character in the favourite film.
“I could easily see myself in Liezel. I was just like her when I was at her
age, going through the same challenges.”
Viewer tends to share their favourite film with significant others to let
others know what the film has meant for them. “I like to watch my
favourite films with my partner. We have this routine of watching films
every Saturday night.”

Movies as depictions of identity

Some informants in this study have used their choice of favourite movies to demonstrate their identity. Research
shows that consumers tend to use their consumption items in general, and movies in particular, to construct,
elaborate, and illustrate their sense of self-identity (Schroeder 2005; Wu et al. 2019). While some participants
have shown this depiction of identity within a couple of sentences, some others have provided more details
descriptions to illustrate the same point. The favourite movies can illustrate what a person wants, and does not
want, to be associated with. The next quote shows how Veronica uses her favourite film to demonstrate her
identity.
“I'm not a Rom Com chick. But if I have to pick one (movie), my all-time favourite movie would be the
one that is played by Ryan Reynolds and it is called Definitely, Maybe... lately another movie came out
that actually hit everyone's hearts, it is called Super Rich Asians. Okay, I think you've heard about that
one. My friend, when she watched that part that actually the guy proposed to the leading girl in that
movie, cried. What I did was criticizing [to criticise] how stupid this whole movie is. Every single thing
doesn't make sense. Oh my God, she literally hates me after watching a movie together, and she's one of
my best friends because we've known each other for seven years now, it is more like we're sisters. And
she's like, Veronica you're just hopeless. No wonder you're single”
Her favourite movie, Definitely, Maybe (Brooks, 2008), is a romantic comedy. Although Veronica loves this
movie, she does not want to be identified as a typical young woman who is into cheap romantic comedy films.
That is why she tries to differentiate her favourite film from other romantic comedies. What she is actually
doing is differentiating herself, her sense of identity, from other young women who are into similar movies. She
differentiates herself from other women when she explains why she does not like a movie, Super Rich Asians,

133

while the other women, including her best friend, love it. The fact that she “criticises” the movie that many
others adore shows her unique stance when it comes to movies. She also tries to emphasise that she is not a
typical woman, although her favourite movie is the one loved by typical women. In this case, the participant
does not want to be solely identified with the general perception towards typical movies. She uses the example
of Super Rich Asians to illustrate how special her favourite film is, although it is a romantic comedy. Unlike
Veronica, her friend has a very close identity connection with Super Rich Asians. This connection is so strong
that she hates Veronica for not liking the movie. The part “she literally hates me now” shows this strong identity
connection. However, in the next quote, the participant not only wants to be identified with his favourite movies,
but also expands the qualities of his favourite films which align with his sense of identity. Prior studies show
how consumers tend to associate themselves with their favourite products and brands (O’cass & Frost 2002). In
this case, Michael is asked about how he would feel if there were a sequel to his favourite TV series, Sopranos.
The following quote is his response.
“Leave it alone. I am an unashamed elitist in the sense that I don't like swimming in small pond myself.
That's why I've never had a career. I would have had to create a small pond to be like a big person. I just
don't know the psychology behind that (the sequel). I think it's narcissism, and it's certainly gonna be a
financial reward. Yeah, I have no idea why would you see the thing about those TV series. There are the
ones that got it right when they stopped (producing more seasons) and the ones that didn't. Sopranos
went on good two years too long. Madmen went on about three years too long, but the last season wasn't
too bad and the last episode was magnificent. It has got the best last scene of all time. The Wire was
great, five seasons. Breaking Bad, five seasons. So sometimes they get it, sometimes they don’t.”
Michael is expanding the notion of being an elitist in the context of appraising his favourite shows. The same
representation of identity through consumption choices has already been reported (Newholm & Hopkinson
2009). First, Michael demonstrates that he has always been an elitist and he does not care how others would
think about that quality of his. The word “unashamed” denotes how he likes to follow his own path, regardless
of what others would think about him. He then emphasises his point by using an example of his life. In
Michael’s opinion, having a career would have resulted in him being something less than an elitist. His identity,
as an elitist, does not align with having a career, and hence he has decided not to have a career. He has the same
approach towards his favourite films. Just the way he “would have had to create a small pond to be like a big
person”, the producers of cinematic derivations will create the same pond for their small fishes to appear big.
This is something of which he does not approve. He indicates that some of his favourite shows have gone on a
little too long. This ‘going too long’ has made them less than perfect which is not pleasant for an elitist person
like Michael. He believes his favourite movies and series need to be nothing less than perfect because they are
the favourite movies and series of an elitist person. Producing a sequel for Sopranos will be another example of
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‘going too long’, and hence is not acceptable for an elitist like Michael. While this section was dedicated to
movies used as depictions of identity, the next section elaborates films as self-extensions.

4.3.1.2

Movies as self-extensions

The emotional connection between viewers and their favourite movies might be so strong that viewers would
regard their favourite films as their self-extensions. As previously indicated, the self is the idea, at both
conscious and non-conscious states, that a person has about who or what they are (Ahuvia 2009). Although
some might take only body parts and consciousness as important aspects of self, the notion of self goes beyond
these elements and reaches certain people, places, and possessions (Belk 1988). This sense of self that includes
others, whether people, places or possessions, is known as the extended self. As William James (1890)
indicated, one’s self is the sum total of whatever one can call theirs that includes not only their psychic abilities
and body organs but also their assets, family members, friends, jobs, and reputation. Once a possession becomes
part of a consumers’ self, they might experience a diminished sense of self if such possessions are lost or stolen
(Belk 1990). In this case, favourite movies are the ‘possessions’ which consumers tend to consider as their selfextensions. When a cinematic derivation comes out, consumers tend to react negatively towards it to protect the
original movie as an extended part of their sense of self.

In the next quote, Yas indicates that she recognises her favourite movie, Modigliani, as a part of her sense of
self. She is deeply offended as her friends do not pay attention to this movie when they are watching Modigliani
together. Yas expands this ‘not paying attention to the movie’ to her own sense of self, as if her friends are not
paying attention to her rather than the movie. This is so hard for Yas that she decides to put an end to it. She
stops the film.
“This [Modigliani] is maybe like a part of me. It's not about the movie when I am sharing something,
which is important for me. So, it can be a movie, it can be, I don't know, time or whatever. [when my
friends did not pay attention] and I felt like I was not valued as much as I value myself. I'm gonna [sic]
put a stop on that. But regarding the movie, if it was maybe another movie [which was not my favourite],
I really don't know [how I would have reacted]. If there was something else rather than that
[Modigliani], I wouldn’t have to do that [stopping the movie].”
Yas wanted to show her favourite movie to her friends but they did not pay that much attention to it, or at least
Yas believes that they should have paid much more attention to it. Yas considered her friends’ reaction to her
favourite movie as a sign of personal disrespect. She indicates that when she is offended, which is exactly what
has happened in this case, she tends to “put a stop on that”. She stopped the movie because she did not want the
movie and herself to be disrespected any more. She also notes that she might have reacted differently if they
were watching a movie other than Modigliani. This indicates the importance of this movie and the emotional
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bond that Yas has with this film. In this case, Yas clearly illustrates that she regards her favourite film as a part
of her sense of self. When her friends do not show the enthusiasm and attention that Yas believes this film, as
her extended-self, deserves to receive, she feels threatened and decides to stop the movie. Yas disagrees with
even the idea of cinematic derivation of Modigliani when she says “that movie showed whatever it could have
shown…How do you want to remake that?”
Farah is another participant who recognises her favourite movies as self-extensions. In the next quote, she
clearly indicates how she considers her favourite TV show, Friends, as a self-extension and how negatively she
reacts to the idea of having a remake of Friends.
Leave Friends for us. No, you can’t change somethings, you know, for example, I think these kinds of
animations, movies or something like these, they are parts of me [and you cannot change them].
She clearly asserts that she regards Friends as a part of her sense of self and she wants the show producers to
leave it for her. Farah’s reaction is a sign of consumer co-creation and shows how consumers can add to the
value that a product holds (Roberts & Darler 2017). She also notes that there are certain things that you cannot
change. This ‘you’ can refer to the producers of the show, which emphasises her earlier point about leaving
Friends to her. This ‘you’ can also refer to herself in that there are certain things in life that she does not want to
change and obviously Friends is one of them. Farah considers Friends as her self-extension and wants to keep
that part of her sense of self. If Friends is redone in any way, which is a remake in this case, she might regard
this cinematic derivation as an attempt to meddle with a part of her identity. That is the reason why she is
against the idea of doing such a remake. Her negative reaction to this hypothetical remake is her mechanism to
protect her sense of self.
Michael also recognises his favourite movies as a part of his sense of self. In the following quote, he shows his
dissatisfaction with the third movie of The Godfather trilogy. He swears at Francis Ford Coppola, the director of
all three movies, for the final sequel. The extreme emotional tone of his words shows how strongly he is
connected to The Godfather. Such an emotional connection is resulted from the role that this movie plays in
Michael’s sense of self. Michael considers the sequel as something that meddles with his self-extension. That is
the reason for his intense negative reaction to the last part of The Godfather trilogy.
Oh, it was the worst film ever made for sure. Francis Ford Coppola was a fat guy eating all day. And
then, in 20 years he went back to make that film and that's all it is. Francis, you were a fat useless piece
of meat with your daughter who couldn’t act. Andy Garcia (was just) grabbing his balls, you know I
mean really it was just terrible.
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Coppola was nominated for the best director in Oscars and Golden Globe, and so was Andy Garcia for the best
actor in a supporting role. Although the movie was not praised as much as the previous two films, it was not, at
least from a cinematic point of view, as bad as Michael says it was. The reason for Michael’s negative reaction
to this specific movie may have to do with the role that the first two movies of The Godfather trilogy play in his
sense of self. The third part is not as good as the previous two and hence meddles with Michael’s sense of self.
The quotes used in this section either have a clear indication of considering films as self-extension or a strong
emotional tone that suggests such a notion. The quotes used in the next section might not have such a strong
emotional tone, but they illustrate a significant role that the films have had in shaping participants’ sense of
identity.

4.3.1.3

Movies as the materials to make identity

Sometimes participants consider their favourite movie as an item used in their identity projects, and not
necessarily an extended-self, and react negatively to cinematic derivations of such movies in order to protect
their sense of identity. The emotional bond is significant between individuals and their favourite movies when
the movies play a major role in individuals’ identities (Tal-Or & Cohen 2010). Although the role that favourite
movies have in participants’ sense of identity is highlighted in both of these occasions, the emotional tone is
more intense when the movies are regarded as self-extension rather than materials for identity projects. Such a
more intense emotional reaction can be seen in how Yas recognises Modigliani as “a part of her”, how Farah
regards Friends as “they are parts of me”, and how Michael denigrates Coppola. When a movie is a major part
of a person’s identity, cinematic derivations of this movie can be recognised as meddling with identity of the
person. The same reaction has been noted when an item which accounts as a major part of consumer’s sense of
self is disregarded or discarded (Trudel et al. 2016). The negative reaction to such re-production attempts is a
mechanism through which the person can protect their identity. In the next quote, Linda shows how she
considers her friends criticising her favourite movie, Star Wars, as a personal attack.

When people come across and say negative things about Star Wars, I acknowledge it. It is okay, you
know, if it is your opinion, but it also feels like, they're personally attacking me. And I have to defend
them, defend those movies. And so yeah, it is almost like a personal attack on me. I can see how a super
fan of any movie can see it as a personal attack. And I think that's probably why internet bullying is also
a big issue, because people feel personally attacked, when they are emotionally connected to these
movies. And they, they feel like it's their duty to defend it, which goes to how connected we are to movies
in the world.
“Personal attack” shows both the emotional bond that Linda has with Star Wars and the major role that this
movie plays in Linda’s sense of identity. When her friends criticise Star Wars, she feels that they are criticising
not the movie but her as someone who loves the movie. When she says she needs to defend the movie, what she
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may be conveying is that she needs to defend herself and her sense of identity. She recognises that such a
reaction only occurs when the person is heavily connected with the movie. This heavy connection between the
person and their favourite movies denotes the role that such movies play in the person’s sense of self. Although
she says she understands this criticism as the opinion of her friends, she still gets offended as such a criticism
brings doubt to her sense of identity as someone who loves Star Wars very much. Her attempt to defend the
movie is the reaction to resolve that doubt.
Linda is not the only participant who tries to defend the movies that are closely related to their sense of self.
Unlike Linda who openly notes that she tends to defend her favourite movies when they are criticised, Michael
tries to defend his favourite movie, 8½, and his favourite filmmaker, Federico Fellini, in an indirect way. When
the interviewer says it is hard to understand 8½, Michael argues that the reason it is hard to understand 8½ is
that Fellini was experimenting with LSD at that time.
He was doing an analysis around the time he started making this movie. So, my parents had participated
in the first LSD trials in Australia, in this sort of test in clinical conditions. And at that time, you’ve got to
realize about using LSD, [that] if you were in psychoanalysis, you probably could get LSD. It was legal
and so you could see it [the traces of using LSD] at his films, particularly going up into from 8½ into
Satyricon, Roma. Juliet of the Spirits is very acidy. There's a few films like that in that roll which, you
know because of his visual genius, he could sort of translate that.
Michael’s claim is historically correct. Federico Fellini did take LSD some time before making 8½ (Curt 2010).
The fact that Michael knows about this, shows how much Fellini and his films, especially 8½, mean to him. But
just because there is a ‘reason’ for Fellini’s films to be hard to understand, does not mean that his films are not
good. To Michael, as a fan of Fellini, this definitely makes sense. This can even increase the value of the film
and the filmmaker for a fan like Michael because such experimenting can be regarded as an act of bravery and
genius. Michael comments that Fellini is a visual genius. But for an ordinary audience, even if they accept all of
these arguments, Fellini’s films would still remain hard to fathom. However, Michael does his best to defend his
favourite film and filmmaker because they are closely linked to his sense of identity. He is rationalising to
defend his favourite film. The movie is so important for him that he cannot tolerate the idea of it being hard to
understand. Even though other people have difficulties understanding the film, Michael rationalises such a
difficulty so that such people do not look down on the movie, because of his identity connection with the film. It
is as if he interprets looking down on the film as looking down on his sense of identity.
Nostalgia can also have a role in determining what movies are used to construct participants' identities. In the
next quote, Michael expresses his nostalgic bond with his favourite movies which have shaped his self-identity.
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Well, I grew up with American new wave in the seventies. So, my dad took me [to see those films].
Probably by the late sixties, things were starting to shift when he took me to The Graduate and Bonnie
and Clyde. Easy Rider was an important film, it was a shitty film but it was very important in terms of
generating money for the new producers and the Hollywood new wave, which happened when the studios
just threw money at those people, and particularly Butch Snyder who started his production house, and
he got those directors in like Bob Rafelson, Hal Ashby and all these people. And they started making
those great seventies films, all black, all of them with tragic ending. And I lived through that. I could go
and see those films as being released. If you go through a list of Academy Award nominees for the best
films in the seventies, I mean you'll go like 74, [the nominees are] Chinatown, French Connection, The
Godfather, you know, these were terrific films. And I really, I have a great love of those films. I had a big
collection of them. I had a big collection of everything but my ex, got that.
Michael points out that he “grew up with American new wave in the seventies”. This shows how important
American new wave movies have been for him during an important part of his formative years. The fact that his
father took him to watch those movies brings another dimension to the emotional value of those films for him.
The level of detail that he remembers from those who were active in the American new wave and what their
contributions were, is another indication that shows how important these nostalgic movies are for Michael. It is
more likely for people to have heard about famous movies like The Godfather or Chinatown, but Hal Ashby and
Bob Rafelson are not well-known among ordinary movie consumers. They are known to someone like Michael
for whom film plays a major role in his identity. The fact that he had a big collection of these movies also
highlights the important role of these movies in who he is. This quote is used here just to show how nostalgia
underpins the favourite movies which are used as identity construction materials.
Ted, a 42-year-old Australian who strongly believes in justice, denotes that his favourite movie of all time is The
Shawshank Redemption (Darabont, 1994). The Shawshank Redemption is the story of a falsely accused innocent
man who exerts a meticulous plan to escape from a maximum-security prison. In his case, Ted’s favourite movie
indicates his identity as a believer in justice. Although escaping from a penitentiary facility is against the law,
such an action is justifiable when an innocent man does it. The following quote is Ted’s response to the question
about his favourite movie.
It has to be Shawshank Redemption. I've watched it every year for the last 15, 20 years since it came out.
It's a feel-good story. It makes me feel good. I love it. I tend to like stories that can be closer to the
realistic side of life, rather than, you know, sci-fi and all that. Anything that's not reality, I tend to not
watch.
Ted’s favourite movie is compatible with his ideology and his sense of identity. Ideology is already reported to
be an important factor in consumption choices (Kahn 2007; Trudel et al. 2019). Ted clearly indicates that he is
not much interested in sci-fi stories. He believes that such stories are unrealistic and he prefers stories which are
“closer to the realistic side of life”. These realistic stories make him feel good and he loves them. This “feeling
good” comes from the overlap that these stories have with Ted’s sense of identity. The large number of times
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that he has watched this film, indicates his emotional attachment to the movie. Re-watching a favourite film can
be an indication that the film is regarded as a memory asset. It can also be recognised as a mechanism through
which viewer’s sense of self is reaffirmed. Ted is not rewatching an ordinary movie. He is rewatching the movie
which is compatible with his core ideology and asserts what he believes to be just. Hence, every time the film is
re-watched, that part of his identity is asserted. In the next quote, when Ted is asked about what makes The
Shawshank Redemption so special, he highlights how it contributes to the ethical code which he sincerely
believes in, the ethical code which is a fundamental aspect of who he is.
It's the story of survival, you know, resilience, doing it the right way. I always believe that doing things
the right way will get you somewhere in life. It may take a long time. I'm a big believer in justice.
Sometimes you have to do something illegal which is to break out of jail to prove your innocence. That's
really not a true story, that movie, but it's still a story of finding justice. No matter how long it takes and
never giving up on that hope, and that's what it does. It just makes me feel so good because the bad
people have been punished for their sins.
Ted’s favourite movie affirms his identity, ideology and the set of values that he appreciates in his life, and that
is the reason he loves it so much. Consumers are attracted to those products which somehow confirm their
ethical ideology and sense of identity as an ethical person (Trudel et al. 2019). Although Ted mentions three
aspects of the movie – survival, resilience, and doing it the right way – as the reasons why he loves The
Shawshank Redemption, his main reason, as he elaborates further in his quote, to love this movie is the last one.
Achieving the right outcome, even if it means breaking the rules, is acceptable and aligned with Ted’s ethical
code. This notion of ‘ends justify means’ accounts as a main underlying theme in The Shawshank Redemption.
Ted believes there are different ways for justice to be served. An innocent person is ethically allowed to break
out of the prison because staying in the prison and losing the hope of being free will prevent the justice from
being served. The true villains need to be punished for justice to be served. These unjust people are the prison
guards and the warden in this movie and the protagonist can bring these people to justice by breaking out of
prison. Therefore, an apparently illegal action, breaking out of prison, becomes not only ethically acceptable but
also ethically necessary because, otherwise, justice would not be served. That is how evil people are punished
for their sins. This is completely aligned with Ted’s ethical code and sense of identity. Ted recognises the fact
that his favourite movie is not a true story which is against his principle of liking true stories. However, Ted
likes it because it is compatible with his sense of identity. As he notes, “it’s still a story of finding justice”, this
is the thing that matters to Ted. A true believer of justice likes stories, (realistic or otherwise), which are about
finding or restoring justice.
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Since The Shawshank Redemption is not a true story, it has got some details which do not make sense with the
rational approach that Ted, as a realistic person, takes when evaluating movies. Although he has picked up these
details, he tends not to pay attention to them. The reason for his reaction is that he does not want to bring doubt
to his favourite movie which is so much aligned with his sense of identity. Hence, he tends to disregard such
unrealistic details.
Well, when I was watching it, I remember saying to myself (that) there are little gaps on how things are
done. So how did he come back [to his cell]? The dirt and the clothes were not picked up that they were
dirty? So, look, I'm a bit forensic in my thinking. But he came back, when he went into the hole. He must
have unclipped the bottom of the poster to go in the hole and then it must have been heavy for him to flick
back for her (the poster). And that's unrealistic. It is sad that I'm actually bringing this up, working the
hole, but how did the poster get stuck back? And then there's footage of him, you know, going through his
pockets and checking the little rocks out. But even that is a bit sass. Look, it didn't happen like that. I'm
not even sure why I'm even going there but I like picking up movies, I seek perfection, but (it was good)
for a movie made in 94 or 92, 93. Good luck trying to beat that movie.
Ted indicates that he is unhappy to pick up these logical inconsistencies in his favourite film. In The Shawshank
Redemption, the protagonist makes a big hole in the wall of his cell, which is hidden behind a poster, in order to
escape unnoticed from his prison cell. He also distributes the rocks and soil which he has dug out of the wall all
through the prison yard. Ted finds all of these details “unrealistic”, which is opposed to his sense of identity as a
realistic person. Although he loves the movie deeply, he has the habit of going “forensic” in his thinking and
picking up on movies. He does that with The Shawshank Redemption and finds these unrealistic discrepancies
which make him sad. He is sad to recognise those discrepancies because they remind him that his favourite film
is not as compatible with a part of his identity as he expects it to be. He is even blaming himself for being so
critical towards his favourite film. He even blames himself for being so forensic about his favourite movie. This
sadness is depicted in “it is sad that I am bringing this up”. Ted then shows some remorse for picking up such
details when he says “I am not even sure why I am going there”. The reason for this remorse is that these
discrepancies conflict with not just his favourite movie but his sense of identity as a person who has watched
and loved this movie. Here, he is facing a cognitive dissonance which he resolves by comparing the film to
others claiming that although the movie is flawed, all movies are flawed. Ted has identified himself as a realistic
person and he believes that his favourite film needs to be realistic too. So, if the realistic aspect of the movie is
shattered, his sense of identity as a realistic person might be damaged as well. At the end of his quote, he blames
himself, “I seek perfection”, to show that there is nothing wrong with the movie and he is just too critical
towards it. He suggests that for a rather old movie, it is quite good. In his last sentence, he shows his pessimism
towards any probable cinematic derivation of The Shawshank Redemption which might come out in future. He
also indicates that, in his opinion, it is highly unlikely that a cinematic derivation can be better than the original
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movie. Ted’s identity connection with The Shawshank Redemption is related to his core ideology. However,
individuals can shape identity connections with other parts of their favourite movies. The next section elaborates
how identifying with actors and characters of films can facilitate the viewers’ identity connections with films.

4.3.1.4

Identifying with actors or characters of films

The reason to reject a cinematic derivation can sometimes be that the consumer identifies with actors or
characters of their favourite movies, the sense of resonation that they do not have with the cinematic derivations.
When consumers identify with an aspect of a movie, such as an actor or character, they create a link between
those aspects and their sense of identity. If those aspects remain in the cinematic derivation, it will be possible
for the new version to have a similar link with consumers’ sense of identity. However, if the new version misses
those aspects, which is the case in many cinematic derivations, consumers will not have the link between the
new version and their sense of identity. Hence, they may react negatively towards the cinematic derivation.

Prior studies show that consumers tend to identify with their favourite characters and movies (Cohen 2001).
This creates an emotional bond between consumers and their favourite characters, with intensity varying from
one consumer to another (Wilson 1993). Such a sense of identification can make consumers imagine themselves
as the character and experience the story line as if the storyline is happening to consumers (Barker 2005). In
such cases, the consumer adopts the character’s goals, comprehends the storyline from the character’s
perspective, and experiences failures and accomplishments as the character does (Oatley 1995). The importance
of movies and characters as models has been so strong that they have been used for therapeutic purposes to deal
with traumas (Wolz 2010).
As a part of interviews, participants were asked about how they would create their own remake of their favourite
films. In most cases, participants chose the original cast members with whom they identify. For example, when
Linda is asked about who she will hire to play in the hypothetical remake of Casablanca (Cucker, 1940), she
chooses Clint Eastwood. And when she is reminded that Eastwood has just turned 90 and is way too old for the
role of Rick, she answers as follows.
He is [too old] but he just has that presence. Let's go younger. Who is that I like and he is actually
currently an actor? That's really strange but I mean, you can't have someone like Johnny Depp, he is still
too old. Isn't it strange? You can't really think of someone in this generation of actors to put in there.
When she is asked about which actress she will put in the hypothetical remake of Casablanca, she realises that
she has the same problem of choosing old people.
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Female actresses that I like? Funny, most of the ones that have come to mind are all in their forties. I
think that's just because it's my childhood thing. And I just resonate straight back to them. And this
generation of actresses just haven't resonated off the top of my head for me. I can't even think of an
actress at this point. Let me see. Who have I seen recently in a movie? I mean, you could put Emily Blunt
in there, she's quite good. But then again, she's still getting quite into that age group.
The reason for choosing such an old cast is clear for Linda. She has a close emotional bond with those actors
with whom she has been raised. Her favourite movies deeply resonate with Linda and this identity connection
between her and the actors prevents her from choosing other actors for such a hypothetical remake. She also
implies that this has something to do with her childhood memories when she says, “it is my childhood thing”.
She also implies that she has nostalgic feelings attached to those actors and any good movie, including a
hypothetical remake of Casablanca, needs to have some of those actors. What Linda indirectly notes is that she
is against any remake of her favourite film because it is not possible for her favourite actors to play in that
remake. If such a remake is produced without the actors that she identifies with, she will not accept it.
Veronica is another participant who is against remaking her favourite movie because she identifies with the
original film. In the next quote, she highlights how unique her favourite movie is and then she indicates how it
resonates with her.
It's a romantic movie, but is one of a kind, to be honest. It's not like ‘I love you so much, I love you too’,
or you know, ‘we happen to just meet each other when we wanted to find the same book’. Nothing like
that. Nothing. Because somehow I can definitely see myself through the roles in that movie.
Veronica mentions how she can “see herself through the roles in that movie”. In other words, she says she can
see herself as one of those characters in that she highly identifies with the particular cast members. She believes
her life story is very much like the storyline of the movie. Her life, and her identity, is as unique as the storyline
of the movie. Just the way her favourite movie does not follow an ordinary story of a romantic comedy, her life
story does not either. This sense of identification with the movie storyline, creates an emotional bond between
Veronica and her favourite movie. Her answer to a hypothetical cinematic derivation of that movie is a big “no”.
Borna is the other interviewee who identifies strongly with his favourite film characters. He indicates how he
tried to replicate what his favourite characters did in The Jungle Book. He also talks about how he used to dress
as his favourite cartoon character. This shows a strong emotional bond between him and the character.
Yes, Mowgli. It sounds funny probably. He just had underwear. And I used to do that. I just had
underwear walking around the house. Just walk like you know, sometimes I would see myself as Baloo,
the bear, and I would do just like him, rubbing my back into a wall or scratch my back. I was just, you
know, trying those things.
While the resonating aspect that Borna has with The Jungle Book is quite childish, which is understandable as he
was very young when he first watched this animation, the resonating aspect that he has with The Lion King,
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which he has watched during his early school years, is quite different. His resonation with the main character,
Simba, makes him think of his own father’s death when he sees Simba losing his father in the movie.
The scene, you know, [in which] Simba was losing his dad, I was thinking, Oh, my God, what if I lose my
dad?
The emotional bond that Borna had with the characters of The Jungle Book was so strong that he was very
unhappy with the ending of the animation. In the next quote, he conveys how he would have changed the ending
if he was in charge.
The last scene when Mowgli follows that girl to the village, I didn't like that. I was like you know Mowgli
should stay there with Baloo and Bagheera just in the jungle. Same as with The Lion King, Mufasa didn't
have to die.
Borna identified so much with Mowgli that he wanted him to stay in the jungle with the other animals. Such an
emotional reaction is understandable for a young child who identifies highly with a young character he thinks is
very much like him. With the example of The Lion King, the strong resonation that Borna has with Simba makes
him want to change the ending because he does not want Simba to lose his father. This is compatible with the
notion of identification with movie characters. Cohen (2001) notes that when audiences identify with their
favourite characters, they see the world from the character’s point of view. Looking through the point of view of
Simba, Borna wants Mufasa, Simba’s father, to remain alive at the end of the animation.
The question about whether participants would change anything in their favourite original movies was also
asked of other participants and the answers that Linda and Yas provided were interesting. The part that Linda
would change in The Sound of Music (Reynolds, 1964) is related to the character with whom she identifies.
I'd like Liezel not to be in love with the Nazi boy. I maybe change the Liezel storyline a little bit more.
She just doesn't have [an independent character]. I mean, she's just portrayed as a girl that follows along
and has no real sense of thought or understanding of that whole scenario. So, but then again, [that is]
what a teenage girl does.
Liezel is the eldest child of the Von Trapp family in the movie. She falls in love with a Nazi boy and this causes
problems for the family when they want to escape from Austria. Linda wants her not to fall in love with the Nazi
boy because she identifies with Liezel and does not want her to make such a mistake. Liezel is portrayed as a
follower and Linda is not satisfied with that. She is an independent woman and she wants the character she
identifies with to be the same. The fact that Linda has seen the movie when she was at the same age of Liezel
might have influenced her sense of identification with the character. Linda thinks that falling in love with a such
a young man lowers Liezel. Because Linda resonates with Liezel, she might regard lowering Liezel as lowering
of herself. In order to prevent that from happening, she would like to change that part of her favourite movie.
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She is also against the idea of doing a new derivation of The Sound of Music. Her identity connection is with
Liezel, not anybody else who will play in the cinematic derivation of The Sound of Music. Viewers’ identity
connection with their favourite movies can be demonstrated through a tendency to share those films with others.
The tendency to share is explained in the next section.

4.3.1.5

Tendency to share

When a movie is a part of a person’s sense of self, sharing it with a loved one means that the person is sharing a
part of their identity. In such a case, the person might think that watching the movie will help others to have a
better understanding of who she is. It might appear that sharing a favourite movie might be an attempt to share
an important memory rather than an attempt to share a part of identity. However, when a movie is a part of the
person’s memories, the tendency to share comes from the intention to share a meaningful and enjoyable memory
with loved ones. Since these memories are important autobiographical memories, they contribute to the person’s
sense of self too (Stillman & Johanson 2009; Van Dijck 2008). So, even if the person wants to share their
‘memory’ through sharing their favourite movie, such a sharing act will help the loved one to have a better
understanding of the person’s sense of self too. Thus, no matter if the person wants to share their memory or a
part of their identity, their action contributes to the bolstering of their identity. That is why the tendency to share
is regarded as a lower order theme in self-identity conflict, as opposed to memory contamination.

Ramin expresses the tendency to share his favourite movie, Mother (Hatami, 1990), in a peculiar way. He has
shared his favourite movie virtually with the girl he was dating. He was living in Australia and his girlfriend was
living in Canada. Each of them was watching the same movie on their laptops while they were video chatting
with each other via Skype.
It's may be funny, but I watched it with the girl that I had a relationship with, which is funny. Like, it's
not a romance. I really liked this movie and the person. I really liked her to watch it with me. We were
not even in the same room. We were watching it from miles away, you see like oversees. One person is
watching on one laptop and the other person on another laptop.
Ramin clearly indicates that he decided to watch the movie with the girl because he loved both the movie and
the girl. Ramin notes that the movie is not a romantic one which means that this movie is not a very appropriate
choice for a date night, virtual or otherwise. His intention to share Mother with his girlfriend is that this movie
accounts as a major part of his sense of self and he wants to share this important part of his identity with her.
Although Ramin was geographically very distant from his girlfriend, it did not stop him from sharing his
favourite movie with her. This shows that the main thing which Ramin intended to share was not the movie
itself but what the movie meant for him. Otherwise, she could have watched it on her own and told him what she
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thought about it later. Since Mother plays a significant role in defining who Ramin is, he wanted to share this
movie with his girlfriend to both help her better know him as a person and let her enjoy something which was
very important for him.
Kevin is another interviewee who highlighted sharing his favourite movie with his children. He is a 40-year-old
Malaysian MD who is currently working in academia. Having lived in Russia for several years during his
formative years, Kevin is deeply appreciative of Russian culture and movies. His favourite movie is a Russian
movie which is about Christmas and is broadcasted on Russian national TV on Christmas evening every year.
The movie also illustrates the Russian culture of celebrating Christmas, the culture than Kevin evaluates very
highly and has influenced Kevin’s identity significantly. In the next quote, Kevin recognises the reasons why he
tends to share his favourite movie.
So, in order to show the furniture, the setting, the time of the year, the importance of the food that you
have cooked. They have salad Olivier. It's a really important part of the table. You have to have this, you
know, you put these down, your friends come in, they open a bottle, they greet you. So, the physical part
is there and then there's the human aspect of it, the human part which your mom is involved, your friends
are there. And then it's your relationship and then your girlfriend's friends who come into the door and
[say] ‘okay we're having a quick drink’ and they open a bottle of bubbles and they pour, [and say] ‘let’s
drink to the new year’ and then they run off.
Kevin tries to share a part of his past life with his children through sharing his favourite movie. As Kevin
indicates, the movie shows the lifestyle of Soviet Russia where Kevin lived for several years. This lifestyle
contains physical aspects such as decorations and furniture as well as traditions and rituals. These decorations,
furniture and rituals mean a lot to Kevin because they account as a major part of his lived past. Kevin’s favourite
movie is associated with these items and rituals and somehow represents the life that he had in Russia. The food,
“Salad Olivier”, the drinking culture, and human atmosphere that Kevin describes are major parts of his past that
he wants to share with his children. He might appear to be talking about his memories of Christmas evenings in
Russia but these memories contribute to Kevin’s sense of self too. The relation that such memories have with
Kevin’s identity make them ‘sharable’ with his children. Sharing the movie is a way for Kevin to show a part of
his past, represented as both his memories and sense of self. It appears that, by sharing this movie with his
children, Kevin is telling them ‘You want to know me? Look at this movie. It shows you my life in Russia. It
shows you my past. It shows you simply me.’
Linda is the other participant who has shared her favourite movie, Star Wars, with her partner. In the next quote,
she clearly indicates the importance of this movie for her, and the importance of watching this movie for her
partner in order for him to know her better.
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I'm currently working through it with my partner because he's never seen Star Wars. So, I have to sit
there with my hands under myself, so I can't pre react to things. And he told me ‘Stop saying the lines’.
So, he just watched Solo for the first time. And he still preferred the original three. But watching him
watch it is a fun experience. This is probably how I would watch my kids watch it. So, he's certainly
putting, you know, together. He doesn't love it on my level at all. But he appreciates it for what it is. For
him, it's my passion. And he’s getting to know what that is on that level [Linda’s level], which is
something that he found out when he first started dating me.
Linda is sharing a part of her identity through sharing her favourite movie with her partner. She clearly indicates
that watching Star Wars, and understanding the level of appreciation that she has for the movie, helps her
partner to understand her better. This is illustrated in the last sentence of the quote. Linda knows Star Wars so
well that she can pre act or repeat the dialogues before they are shown. This shows the depth of her attachment
that the movie has for Linda and the number of times she has watched them. When she shares the movie with
her partner, he does not appreciate it as much as she does. That’s why he has to “put himself together” in order
to sit down and watch it. But he is doing that because he knows the movie is like a part of Linda’s sense of
identity. He has known this since he started dating her. Linda also enjoys watching him watch because,
considering the notion of close people as self-extensions (Belk 1988), two parts of her sense of self, her partner
and Star Wars, are being metaphorically united. She even wants to share the movie with her child, who she does
not have yet, in the future. This is another reason why Star Wars is a major part of Linda’s sense of identity.
Any person would like to share what matters to them the most, such as their sense of identity, with people who
matter the most to them such as their children and partners. This is what Linda is doing through sharing Star
Wars.
When a movie is a part of a person’s sense of self and they share it with others, they will be disappointed if the
movie receives inadequate attention from those others. Kevin also tried to share his favourite movie with his
German wife and was disappointed when she did not respond to the movie the way Kevin expected her to.
She internalizes it, maybe, but there is no external representation of that understanding in any further
interactions or discourse.
The reason for Kevin’s disappointment is that his wife did not show the same level of enthusiasm for the movie,
which has been a part of his sense of self, when Kevin shared it with her. Kevin does not just want his wife to sit
down and watch the movie with him, which is actually what she did, because this is not an ordinary movie for
him. If it was an ordinary movie for him, he would not have been so upset by her not being very enthusiastic
about the movie. He wants his wife to show some “external representations” to illustrate that she values the
movie as much as he does. He wants her to use the things she has understood in the movie in “further
interactions or discourse”. That would be how his wife could show that she has understood this important part of
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Kevin’s identity. He is disappointed because his wife does not appear to appreciate a part of his sense of self, the
movie, when he shared it with her. Viewer’s tendency to share shows that viewers tend to share the movies they
love with other people, mostly they close loved ones, not just to engage them in a pleasant experience of
watching a movie, but to show those people what the movies mean to them. The tendency to share favourite
films is the last theme related to the identity connection between viewers and their favourite movies. However,
rejecting cinematic derivation due to self-identity conflict can occur for a reason other than the identity
connection between viewers and their favourite films. Such a rejection can take place because viewers might
feel stupid or naïve to have loved the original version. This notion is presented in the next section.

4.3.2 Feeling stupid or naïve to have liked the original movies
Cinematic derivations might be rejected because they can make consumers feel stupid or naïve to have loved the
original movie. In most, if not all cases, the cinematic derivations are produced using a more advanced set of
technologies compared with those in the original movie. As the temporal distance between an original movie
and its cinematic derivations increases, the cinematic derivations are likely to be produced with far more
advanced technologies. This can result in the cinematic derivations looking more realistic and believable. For
example, advanced technologies used in the recent releases of the Jurassic Park franchise have made them more
believable in comparison with the earlier movies which came out in early 1980s. However, this can have a
negative result for those who have made significant links between their sense of self and the earlier versions of
Jurassic Park. They might feel stupid or naïve to have loved the earlier episodes because, now that the recent
and more visually sophisticated remakes have been released, such consumers might doubt their own intelligence
for their reaction to the earlier releases. This can jeopardise their sense of identity.

When negative self-evaluative emotions are experienced, people tend to quit those behaviours which trigger
such emotions (Steele 1988). These behaviours can result in self-threat and the motivation to change behaviour
is to prevent such self-threat (Dijkstra & Buunk 2008). When watching a cinematic derivation makes a person
feel stupid or naïve to have loved the original version, this feeling of naivety or stupidity can be regarded as a
self-threat (Bandura 2006). If the person watches the cinematic derivations with others, the self-threat can be
experienced as a sort of shame (Kemeny et al. 2004). The reason for such a shame is that others would know
about the person’s naivety or stupidity. If the person watches the new derivation on their own and finds it naïve
or stupid, there will not be any person to blame or ridicule the person for having such a naïve choice of original
film. in other words, the chance of experiencing self-threat is higher when the person watches such a cinematic
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derivation in public. The negative reaction towards such a cinematic derivation is the person’s behavioural
response to avoid such a self-threat.
Veronica shows such a reaction to the TV version of Robocop (1994). She watched this series when she was
very young. Although it was a sitcom, it was quite different from the other sitcoms and this difference, which
Veronica indirectly notes, has made this TV show important for her. She was very young when she watched that
show. She indicates that watching that show ‘blew her mind’, which shows how interesting the show was for a
girl at that age. Her reactions to the original movie, such as “oh my God, that’s amazing” and “What the heck
was that?”, show the emotional reaction that the show has left on her. When she watches the remake of this
series, the movie remake Robocop (2014), she feels stupid to have loved the TV series.
When I was a kid, there was Robocop, like they had this on TV. You know there were sitcoms in the early
1990s, I was like super young, and then the Robocop thing was just, you know, he was wearing [a
special suit]. He was changed because he almost died from an accident, and he was changed by these
scientists to a Robocop. To be honest, when I watched it, when I was like a super young kid like barely
three or four or five years old, I was like ‘Oh my god, this is amazing’, like ‘what the heck was that?’ But
now they have made that really good remake of that. It's a movie and I watched that. Of course [it had]
better special effects and better stunts. But it just felt awful. I was like, really this is really what, [when] I
was a kid, I feel like it blew my mind. I just cannot believe I actually fell in love with something like that.
“It just felt awful”. This is Veronica’s reaction to the remake of her favourite TV show which, as she clearly
indicates, has better special effects and stunts. The remake is visually more acceptable and an ordinary viewer,
who does not have any emotional bond and identity link with the original series, does not find it “awful”. But
this is not the case with Veronica. This better remake makes her doubt her intelligence because she has loved a
TV show, which is not that believable and visually unsophisticated. When she says “I just cannot believe I
actually fell in love with something like that”, she shows how much she is disappointed with herself for having
loved the original version. This remake has caused a threat to Veronica’s identity because, if it was not for the
remake, she would not have realised the primitive special effects of her favourite TV series and hence she would
not have felt stupid.
Nicole is another participant who is not interested in watching the remake of her favourite TV show because she
might feel stupid to have loved the original. She is a 54-year-old Australian with Chinese background. She is a
lawyer and human right activist. Her favourite children’s shows are I Dream of Jeannie (1965) and Gilligan’s
Island (1964). She regards these shows to be “naïve, cute”. She recognises them to be naïve but, at the same
time, she considers them as cute to provide a positive tone for such naivety. Because that naivety is expanded to
her sense of self too, and without that positive tone, it can be regarded as a self-threat. The shows were naïve
and the child who believed that was naïve too. But naivety was not the only quality of the animation. It was cute
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as well and so was the child who watched it – Nicole herself. In this way, Nicole is providing a way to mitigate
the self-threat which might happen to her if she recognises herself as just naïve.
The whole astronaut thing [Jeannie] wasn't relevant to me as a kid, I mean, it would be obviously
appropriate for this time. So, it must have been late sixties or something. You had to have Major Nelson
to go up to space and come back. He was trying to fulfil all these wishes, but at the same time he wanted
to be self-sufficient and not get external [help]. Anyway. It was just a funny little thing. Gilligan's Island
is the same, just sort of simple naïve cute.
There is no cinematic derivation for either Gilligan Island or I Dream of Jeannie. When Nicole is asked about
how she would feel about a hypothetical remake for these children’s shows, her reaction is “It would just be
weird. It wouldn't make sense.” The reason for her negative reaction is that this hypothetical remake can change
this “naïve, cute” animation to a ‘naïve, stupid’ one. She indicates that “the whole astronaut thing was not
relevant for her as a kid”. Despite that, she liked the show anyway. This positive feeling can be challenged if the
show is redone as a remake. She indirectly conveys how naïve she was as a child to like something that did not
really make sense. So far, she has rationalised the naivety of her favourite shows, and herself, with its cuteness.
The hypothetical remake can show her that what appeared to be cute in the late 1960s can be considered as quite
stupid in 2020, which can lead to self-threat for her. In order not to face this self-threat, she reacts negatively to
the hypothetical remake.
The other quote related to this theme is from Ramin. He watched Godzilla (Edwards, 2014), a remake of his
favourite Japanese film Godzilla (Honda, 1957), which made him realise the primitive visual effects of his
favourite film. Now that he has watched the new one, he tends not to rewatch his favourite original movie
because it will remind him of how stupid he was to have loved the original film. He describes how rewatching
the original film will make him feel stupid to have loved, and in this case has been scared of, the original movie.
When he says “I would have laughed probably because I was scared of it back then”, he seems to suggest that he
would have laughed both at the film and at himself. He would have laughed at the film because it looks so funny
now, and he would have also laughed at himself because he was so stupid to be scared of such a funny movie.
I tried to actually rewatch it but I couldn’t because of the crappy visual effects. Because I watched the
recent ones, and I couldn't believe myself. I would have laughed probably because I was scared of it back
then, and now I would be laughing at it. Now you know [I realise that] they are all toys and so like
primitive, like the visual effects. They are more funny now.
Watching the remake of her favourite movie made Veronica feel stupid, while Nicole rejected the hypothetical
remake of her favourite movie in fear of feeling stupid. In Ramin’s case, the cinematic derivation type is the
rewatching of his favourite movie. Although they are different types of cinematic derivations, the reaction of
consumers tends to be negative towards them if the cinematic derivations make them feel stupid or naïve.
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Different types of cinematic derivations might be more prone than other types in causing specific types of selfthreat which can result in rejecting cinematic derivations. The following table, which is developed by the author
of this thesis, depicts how various theoretical reasons behind self-threats might be triggered across different
types of cinematic derivation.

Table 6 Different self-threat occurrence across various types of cinematic derivations
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Theoretical
explanation

Types of cinematic derivation
Reboot

Autobiographical
obsolescence

Self-identity
conflict

Memory
contamination

Adaptation

Remake

Sequel

Prequel

Spinoff

Franchise

Likely to
occur as
there is a
certain
temporal
distance
between
versions.
The
dissimilarity
between
versions
make it less
prone to AO
in
comparison
with
remakes
Not likely
unless the
new actors,
plotlines,
and
backstories
are very
different
from those
of the
original

Not likely to
occur unless
there is a
significant
temporal
distance
between the
book and the
adapted film

Likely to
occur due
to the
significant
temporal
distance
and
similarity
between
versions

Not likely
to occur as
the passage
of time is
recognised

Not likely
to occur as
the passage
of time is
recognised

Not likely
to occur as
the passage
of time is
recognised

Not likely
to occur as
the
passage of
time is
recognised

Not likely to
occur unless
viewers
consider
cinema
inferior to
literature or
“being an
avid reader”
accounts as a
major part of
their identity

Likely to
occur if the
original
version or
any aspect
of it, like
actors,
account as
a part of
viewers’
identity

Not likely
to occur as
long as
continuity
of
storyline,
logics of
plots, and
main cast
are
preserved

Not likely
to occur as
long as
continuity
of storyline,
logics of
plots, and
main cast
are
preserved

Not likely
to occur as
long as
continuity
of
storyline,
logics of
plots, and
main cast
are
preserved

Likely to
occur since
the adapted
movie cannot
contain all
viewers’
visions of the
book

Likely to
occur as the
remake is
usually
different
from
viewers’
memories
of the
original

Likely to
occur as
what
viewers see
in a sequel
is usually
different
from their
memories
of the
original.

Likely to
occur as
what
viewers see
in a prequel
is usually
different
from their
memories
of the
original.

Not likely
as the side
characters
which
become
main ones
in spinoffs
are
unlikely to
be
connected
with
viewers’
identities
Not likely
to occur as
long as
actors and
plotlines
stay
consistent
with those
of the
original

Likely to
occur as
what
viewers see
in a reboot is
usually
different
from their
memories of
the original.

It was explained at the beginning of this chapter that the three theories used in the theoretical framework of this
study have major overlaps, yet despite this they are described as separate theoretical lenses. Such an overlap
made the researcher re-evaluate the theoretical framework and how each theory can impact rejection of
cinematic derivations. Designed by the author of this thesis, Figure 13 shows how the need for a coherent life
story narrative can be the vehicle through which autobiographical obsolescence, self-identity conflict, and
memory contamination can trigger the rejection of cinematic derivations.
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Likely to
occur as
what
viewers
see in a
franchise
is usually
different
from their
memories
of the
original.

Figure 13: How cinematic derivations can jeopardise narrative coherence
As the above figure illustrates, all the theoretical justifications of rejecting cinematic derivations can be grouped
under the umbrella of life story narrative. Individuals need to have a coherent life story narrative to maintain
psychological well-being. If a cinematic derivation causes autobiographical obsolescence in viewers, it means
that the earlier chapters of their life story are rendered irrelevant and no longer meaningful and no longer
connected to later chapters. Thus, when viewers look back at their life when they had watched the original film,
their autobiographical past will not be useful for understanding their present. This can cause a self-threat and
lead to the rejection of the new derivation. If the new derivation leads to self-identity conflict, it shows that the
protagonist of viewers’ life story is diminished. Life narratives need to be crafted in a way to praise the
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protagonist as the protagonist is the person’s sense of self. Hence, diminishing the protagonist can be interpreted
as a self-threat. In order to prevent such a self-threat, the new derivation needs to be rejected. If the new film
causes memory contamination in viewers, it means that previous chapters of their life are no longer enjoyable.
In such a case, the memories of previous favourite movie consumption experiences can no longer be used as an
asset. The viewer cannot utilise their memory as an asset to deal with the difficulties of their present life. In
order to prevent such a negative situation, the new derivation needs to be rejected so that the memory of the
original movie consumption experience remains intact. In all three scenarios, nostalgia can be utilised to
reinforce the narrative identity. Nostalgia has a kind of “mnemonic glue” for reconnecting lost pieces of the life
story into a coherence narrative (Zerubavel 2012, p. 77). Hence, it can be concluded that rejecting cinematic
derivation can be the result of jeopardising viewer’s life story narrative.

4.4 Chapter summary
This chapter elaborates the themes related to autobiographical obsolescence, memory contamination, and selfidentity conflict, which are themes found in the textual data collected for this research project. These main
themes correspond to the three theories used in the theoretical framework to explain the rejection of cinematic
derivations. The end of the chapter elaborated how life story narrative could work as an overarching theoretical
umbrella. It was explained that rejecting cinematic derivations could be an attempt to prevent viewer’s life story
narrative from the disruptions that cinematic derivations might provide.

Two lower-order themes are identified that are related to autobiographical obsolescence. In the first theme,
participants signify that they feel old when they watch a cinematic derivation of their favourite movie. Feeling
old can be unpleasant when it does not result in a sense of being authentic (Baldwin et al. 2015). Rejecting the
cinematic derivations of such movies is a reaction to feeling old or irrelevant. In the second theme, interviewees
feel disconnected from younger generations when they watch a cinematic derivation. The negative reaction to
such cinematic derivations can be more intense if the loved ones of individuals belong to those younger
generations. The connection that individuals have with younger generations are recognised to be important for
their psychological wellbeing (Baumeister & Leary 1995).
Memory contamination is explored through three lower-order themes. In the first theme, some interviewees
recognise their favourite films as part of their nostalgic memories. Prior studies show that people tend to regard
their memories more valuable when they are nostalgic (Wildschut et al. 2006). In the second theme, some
participants use their favourite movies as a reference point in time. This lower-order theme is closely linked to
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the reminiscence bump wherein people are more likely to remember the events of their second and third decades
of their life (Rathbone et al. 2008). In the third theme, some informants show a tendency to preserve their
memories as they have been initially coded on their minds. This is also compatible with the notion of memory
protection system and how consumers try to preserve their consumption memories and protect them as assets
(Zauberman et al. 2009).
The relationship between consumers’ favourite films and their sense of identity is explained through two lowerorder themes. In the first theme, it is shown how some participants have their identities connected to their
favourite films. This identity connection can be demonstrated through using films as depictions of identity,
recognising films as self-extensions, using films to construct identity projects, resonating with actors or
characters of films, and a tendency to share the favourite movies with others. This function of watching movies
is similar to symbolic consumption and the psychological benefits that it provides (Wattanasuwan 2005). The
recognition of possessions as the extended self and the role of consumption in consumers’ identity projects have
already been noted in literature (Friedman 2005; Mehta & Belk 1991). Prior studies have shown how audience
can develop identity connections with movies (Cohen 2001). In the second theme, some informants denote how
watching a cinematic derivation can make them feel stupid or naïve to have loved the original version. At the
end of this chapter, it was explained how all the theoretical justifications can be better understood through the
lens of viewers’ need to have a coherent life story narrative. While this chapter shows how the theoretical
framework of this study explains rejecting cinematic derivations, the next chapter explores how participants’
comments suggest what can be done to increase the chance of acceptance of cinematic derivations of favourite
original movies.
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Chapter 5
5 Ameliorating factors
This chapter is dedicated to how, according to the participants of this study, a cinematic derivation can be made
so that consumers who loved the original would be less hostile to the derivative. Although the main focus of this
study is on elaborating why some cinematic derivations are rejected, the textual data provides the researcher
with a possibility to explore some potential ways to mitigate the self-threat that cinematic derivations cause.
This can help movie industry to produce derivatives of old movies that are acceptable by both new audiences
and older audiences who have already watched and enjoyed the original version. Some of these factors can be
more influential in specific types of cinematic derivations. As previously stated in chapter 1, there are seven
different types of cinematic derivations which are depicted in Figure 17 below.

Cinematic Derivations

Adaptation Franchise

Prequel

Remake

Reboot

Sequel

Spinoff

Figure 14: Cinematic derivation taxonomy
The term ‘ameliorating factors’ is used to address those issues which might persuade consumers to have a
positive attitude towards a remake of one of their favourite movies from the past. Here, the focus is on the
movie derivation, not on other factors that might mitigate participants’ responses to re-conceptualisations of
their beloved movies (e.g., watching new movie with grandchildren). However, several ameliorating factors
have been found in the textual data collected for this study. Although the main focus of this study is to explore
the reasons behind the rejection of cinematic derivations, a holistic understanding about what can facilitate the
acceptance of such movies, can provide insight into what makes some reconceptualisation unacceptable.
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Ameliorating factors refer to what can be done in a cinematic derivation to increase the chance of its acceptance
among viewers who have watched and loved the original version. Four themes have been identified in the
textual data with regards to ameliorating factors, namely cinematic derivation as separate movies from the
original versions, the perceived quality of cinematic derivations, maintaining continuity among derivations, and
homage. These four themes refer respectively to four underlying factors of separation, eligibility, continuity, and
respect which can enhance the chance of acceptance in cinematic derivations. Figure 15 below, designed by the
author of this thesis, depicts different themes of ameliorating factors.

Maintaining
continuity
among
derivations

Homage

The perceived
quality of
cinematic
derivation

Ameliorating
factors

Separating
cinematic
derivations from
the original

Figure 15: Ameliorating factors

5.1 Cinematic derivations as separate movies from the original versions
The first ameliorating factor which increases the chance of cinematic derivation acceptance is when consumers
regard the cinematic derivations as a separate movie from the original one. Although the link between the
original movie and its cinematic derivations can encourage consumers to accept the later movies (Bohnenkamp
et al. 2015), it can also have a negative effect. If the new and original versions are regarded as separate products,
the chance of memory contamination, autobiographical obsolescence, and self-identity conflict decreases. When
an original movie and its new version are considered separate films, the new version will be treated as a new and
separate movie just like any other movies. However, one of the main reasons for producing cinematic
derivations is the connection that viewers have with the original title. If cinematic derivation and original
version are considered as separate products, that connection might deteriorate. Hence, cinematic derivations
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need to be produced in a way that they provide enough familiarity with the original title to utilise the connection
between the two movies and enough innovation to help viewers recognise the two films as separate but familiar
products. Such a separation is clearer in a book, in comparison with other types of cinematic derivations, since
the medium changes from literature to cinema. It is not very clear in remakes as the considerable similarity
between a remake and its original title makes it hard to distinguish them as separate products. The separation is
clearer in reboots, in comparison with remakes, as reboots tend to be different from the original and give the
movie a new start. Hence, it is more likely for a reboot to be regarded as a separate movie from the original.
This separation is clearer in sequels, prequels, spinoffs, and franchises because they follow a different plot from
that of their original titles. Such a separation accounts as a main aspect of reboots as characters, backstories, and
plotlines are re-created.
In the next quote, Linda mentions how she likes to receive “something slightly different” from the original
version in the cinematic derivations.
I always think they have to give me something slightly different just to keep it interesting. Because
otherwise, I mean, I like re-watching stories or re-watching movies, but knowing that I already know
completely the storyline. I like a little bit of a surprise.
Linda notes that such a slight difference will make the new derivation interesting. Otherwise, the cinematic
derivations will be a carbon copy of the original. It will be just like rewatching the same story and the same
movie over and over again. But this is just the surface. As she elaborates in the next quote, Linda does not want
her “classic” movies to be touched. That is why she recommends a way out, so that the re-production movies
can be made as separate movies from those classic originals.
I don't want you to touch the classic. If you're going to do a remake of it, they can either [go] forward or
the back in time (sequel or prequel), or take a different slice of the story (reboot).
When Linda says ‘don’t touch the classic’, she means ‘don’t remake it’. Sequels and prequels are considered as
separate films and hence they are not recognised as a sort of ‘touching the classic’. According to Linda, moving
forward or backward in time, as well as taking “a different slice of the story”, will make the cinematic derivation
a separate movie from the classic original one. This shows that sequels, prequels, and franchises are more likely
to be regarded as separate products because they are focused on another slice of the story; whereas the similarity
between the storyline of remakes and that of their original titles makes it hard for viewers to consider them as
separate products. When an original movie and its cinematic derivations are considered as separate movies, the
chance of self-threat decreases. Although Linda implies that she likes the cinematic derivations of her favourite
movies to be separate from the original one, when it comes to the adaptation of novels into movies, she speaks
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of this separation more clearly. In the next quote, Linda illustrates that she regards the movie adaptation as a
“separate” product than the novel.
I've always been able to separate the two. So, I don't walk into a movie thinking it's going to be the book.
It's always an, I guess, a version of the book so I don't get disappointed.
Linda’s intention to consider her favourite novels and their movie adaptations as separate products is quite clear.
She does not want to be “disappointed” when she watches the adaptation of her favourite novels. She recognises
the movie adaptation as not the book but “a version of the book”. This helps her to draw a line between the book
and the movie separating them from each other.
Ariya has the same reaction towards movie adaptations of books. In the next quote, he indicates how he regards
the movie Memoirs of a Geisha (Marshal, 2006) as a “new product” and not something utterly related to the
novel, written by Arthur Golden and first published in 1997. When he considers the adaptation as a separate new
product from the novel, it gives him more space to enjoy this new product as the chances of memory
contamination and self-identity conflict diminish.
When I watch an adaptation, I'm not looking for the book I've read. I'm looking at this new creation. It's
just a completely new thing for me, like Memoirs of a Geisha is actually adapted and I remember I read
the book before then I watched the film and I look at it as a new product.
As it is indicated in this section, when consumers regard the original and cinematic derivations of their favourite
movie as separate products, it will be easier for them to accept the cinematic derivations. This is one of the
ameliorating factors which can reduce the chance of rejecting cinematic derivation. The next ameliorating factor
is explained in the next section.

5.2 The perceived quality of cinematic derivation
One of the main things that can facilitate the acceptance of cinematic derivations is their perceived quality.
Good quality enables cinematic derivations to stand on their own as productions, independent of the earlier
version of the movie. In this regard, it helps the new derivation to be recognised as a separate product from the
original title. Perceived quality of cinematic derivation also shows the worthiness of the new derivation. Since
original titles are important for viewers, the high quality of the new derivations assure viewers that this new film
is worthy enough to be a cinematic derivation of their favourite movie. Prior studies have shown that remakes
which have lower perceived quality than their original versions perform worse in the box office (Ginsburgh et
al. 2006). Perceived quality can be conceptualised and measured in different ways when it comes to movies. The
findings of this study show that there are several factors contributing to the quality of the cinematic derivation
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including the actors, the storylines, and the special effects. Other factors such as the online activities of editors
and reviewers on online platforms such as Wikipedia (Mestyán et al. 2013), are also regarded as factors
contributing to the quality of the movie. However, such factors are not mentioned in the textual data of this
research project. Hence, this study does not claim to cover all the factors affecting the success of a
reconceptualised movie. The textual data does, however, reveal three areas concerning the quality of cinematic
derivation, namely the role of storylines, actors and special effects.

Some of the participants signify the role of actors in cinematic derivations as an important element in accepting
the new derivations. This is compatible with how star power is recognised as an important factor in a movie’s
financial success. Some others expand the notion of stars from actors to directors as well. Across different types
of cinematic derivation, employing stars can be a positive factor. Keeping the cast of the original can also be
important mainly in sequels, prequels, and spinoffs as it keeps different derivations connected to one another.
For different reasons behind self-threat in viewers, using stars can decrease the chance of self-identity conflict
and autobiographical obsolescence because viewers can interpret using of such stars as a gesture to respect their
sense of identity and their sense of past in loving the original. If using stars is interpreted as a gesture to respect
viewers’ sense of identity, it can mitigate self-threat through self-identity conflict. Whereas, if using stars is
considered as a gesture to respect viewer’s sense of past, it can diminish the chance of autobiographical
obsolescence. Adding stars can cause memory contamination, irrespective of how good they are in the actual
roles, because the visual imagery that viewers see in a cinematic derivation will be different from the memories
that they have from the original title. A star who is added to a cinematic derivation was not present in the
original film. This makes the new derivation appear different from the original. Viewers recognise this
difference and it may result in the contamination of their memory of the original title.
Veronica recognises the importance of the actors who play in the cinematic derivation. As she notes below, the
“A-class actors” who played in the remake of her favourite animation Deathnote have had a major impact in
shaping the remake. Veronica clearly indicates that there are very few remakes which, in comparison with the
original version, are good. Veronica is very satisfied with the remake of Deathnote and she shows this when she
identifies the remake as “one of a kind”. The small number of good remakes, in Veronica’s point of view, along
with her deep satisfaction with this specific remake shows how important those “A-class actors” have been in
creating a good remake.
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All the actors and actresses who play in the whole series are definitely A-class actors. That one was
pretty good actually. To be honest, compared with [the] original ones, I will say that remake is one of a
kind. One of the very exceptional (films) that I think the remake is pretty good.
Using high quality creative personnel in cinematic derivations can yield several advantages. First, it can
positively affect the financial success of the new derivation. Second, it can assure consumers who have watched
and loved the original version that the cinematic derivations of their beloved films are produced with a highly
competent team. This can be used to mitigate the self-threat if viewers have identity ties with the original film.
Third, it can show respect to the original version, its producers and consumers’ sense of past in that the original
version is respected enough to be redone with a highly competent and creative production team. The third
advantage is the most influential one to mitigate self-threat resulting from autobiographical obsolescence.
Using technologies to enhance the imagery quality is the other factor contributing to the quality of a cinematic
derivation. The positive impact of visual effects on the film industry is undeniable (Hu 2016). Such an impact is
more significant in cinematic derivations. There is usually a significant temporal distance between an original
movie and its cinematic derivations. This can result in the cinematic derivation being produced with better
visual effects and hence being more visually appealing to consumers. When a cinematic derivation is produced
using better technologies, such as better stunt and visual effects, its chance for success increases as the final
product will be more visually appealing. For example, the dinosaurs shown in the recent versions of Jurassic
Park franchise are more realistic than the ones used in the first parts of the franchise. This has been possible
because of the advanced computer-generated imagery (CGI) used in the recent versions. Prior studies have
already illustrated that genres, such as horror and action, in which improving special effects can significantly
increase the visual quality of the product, are better targets for cinematic derivations (Bohnenkamp et al. 2015).
Technological improvements can be useful across all different types of cinematic derivations. However,
improving the quality of a cinematic derivation can be regarded differently across the three theoretical lenses.
Highly improved imagery of a cinematic derivation can justify the necessity of such a new derivation. This can
mitigate self-threat resulting from autobiographical obsolescence. It can help viewers deal with the fact that the
movie has aged and needs to be redone. As it was shown in Ava’s quote in Chapter 4, autobiographical
obsolescence is unlikely to occur when the person is comfortable with the aging process. Technological
improvements might even strengthen the generational ties between older and younger viewers. In Chapter 4,
Lionel’s quote demonstrated how new derivations might bring together different generations of a family to have
a collective experience of watching a movie. Redoing an original movie with advanced technologies can also
indicate that a good effort is put into redoing the original. Viewers can interpret this as a gesture to respect the
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original movie. If viewers have identity connections with the original title, such a gesture can decrease the
chance of self-identity conflict. However, technological improvements can make the appearance of the
cinematic derivations different from that of the original. This warrants a chance for memory contamination as
what viewers see in the cinematic derivations is different, albeit visually more realistic and appealing, than what
they remember from the original title.
The following example can better elaborate how technological improvement can enhance the chance of
acceptance in cinematic derivations. Jane watched and loved Mary Poppins when she was a child. That classic
movie might consider to be dated and old for younger audience. Thus, Jane might not have had a good chance to
have her grandchildren watch the movie that means a lot to her. However, when the sequel, Mary Poppins
Returns, was released, Jane got a chance to watch it with her grandchildren and, meanwhile, talk to them about
the original title. As long as the core idea remains intact across different cinematic derivations, Jane was willing
to watch that with her young loved ones. In this example, the technological improvement creates a cinematic
derivation which is appealing for younger audience and can work as a mediating tool for older audience through
which they can tighten their relationship with their younger generations. The similar reaction was seen in
Lionel’s quote where he illustrated how he would sit down with his grandchildren and watch new episodes of
Star Wars. This might appear to contradict with autobiographical obsolescence. However, autobiographical
obsolescence will not occur when the new derivations works as a means to get the old viewers closer to the
young generations and not separate them. Using CGI can also be regarded as a gesture to pay respect to the
original movie. Jane can interpret the technologically improved new version as a polite gesture to her favourite
classic film. She might have thought that producers of the sequel have recognised Mary Poppins as such an
important movie that they have done whatever in their power, with regards to CGI, to produce the best sequel
possible. This can mitigate self-threat resulting from the possible identity connection that Jane might have with
the classic film.
The importance of technological improvements in cinematic derivations is noted by Connor. He has not watched
the remake of his favourite movie, Cape Fear (Thompson, 1962). When he is asked about the reason for that, he
comments that he would have had watched the remake if there had been any room for improvement through
using technologies. Both the original and the remake of Cape Fear are heavily dependent on the main actors
rather than visual effects. As Connor clearly indicates, he is not attracted to the remake of such a film because it
does not open up the movie in different ways.
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If there's some imaginary part of it where the technology and the effects have changed such that it opens
it up in certain types of ways, then that would probably be a reason to go and watch a remake. But other
than that. No, it's not something that I really am attracted to.
Tom, a 51-year-old Australian ex-military, is another participant who points out the importance of technological
improvements in cinematic derivations. The traditional animation Aladdin (Clements, 1992) has been one of
Tom’s favourite films of all time. However, he has watched the live action remake of Aladdin (Ritchie, 2019)
and has enjoyed it. Tom indicates that it is important for a movie to be “entertaining”. The entertainment aspect
of movies is an important issue and has a significant effect in the financial success of movies (Schneider et al.
2020). The technological improvements can positively influence the entertainment aspect of cinematic
derivations and hence increase the chance of their acceptance.
It's the entertainment value and the technology they use to keep you entertained and keep you engaged,
that I find enjoyable.
As it is shown in this section, the quality of the cinematic derivation has a major role to play in consumers
accepting the cinematic derivations. This notion of quality is illustrated through the stars who play in the
cinematic derivations and the technological improvements which have made cinematic derivations worthy of
attention. The quality of cinematic derivations is one of the factors affecting whether cinematic derivations will
be accepted. The next section explores another major factor for consideration – continuity with the original.

5.3

Maintaining continuity among derivations

This theme denotes the importance of maintaining continuity from the original through to the subsequent
cinematic derivations. In most cases, this continuity is expected in the storyline, logic of plots, and creative
personnel of different derivations of an original movie. This is more important in sequels, prequels and
franchises rather than remakes. The reason for this is that a remake and its original version are supposed to be
very similar, if not identical in terms of storyline. Although cinematic derivations are independent movies, they
need to have a clear connection with the original movie. Such a connection can assure consumers that the
original movie and the re-production derivations are linked to one another, in spite of being separate films.

Continuity among different derivations can be illustrated in terms of the continuity of the storyline, maintaining
the logic behind plots, and keeping certain characters and actors in all of the derivations Using these elements of
continuity is more relevant for adaptations, sequels, prequels, and franchises rather than remakes, where these
aspects would be the same by definition, and reboots, where viewers would not necessarily expect continuity.
Continuity of storylines recognises the passage of time and decreases the chance for autobiographical
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obsolescence. Such continuity can diminish the chance of self-identity conflict as well because certain changes
in characters’ identity can be justified by their aging. For example, Top Gun; Maverick (Kosinski, 2021) is the
continuation of Top Gun (Scott, 1986) story. Hence, viewers who sympathised with the young Tom Cruise
staring as a young pilot can do the same with the middle-aged Cruise who is an aviation instructor in the sequel.
Characters and actors have aged the way the audience has.
Maintaining the logic of plots assures that characters are not fundamentally changed through different
derivations. It is especially useful when viewers have shaped an identity tie with the characters of the original
title. The notion of identity continuity in characters can assure viewers of their own sense of self-continuity.
Lacking such a shared logic might contaminate the memories of the original film as viewers might remember
characters quite differently than what they see them in the cinematic derivations. For example, some audience
found the logic of Rocky II different from Rocky I. For example, one could imagine Rocky going head-to-head
with Apollo Creed, impersonating Muhammad Ali, for 15 rounds, which is the storyline of the original Rocky,
but he could never win such a fight, which is the storyline of the sequel. So, even if the storyline of Rocky II is
closely linked to the first movie, the logic behind it contradicts that of the original. This might make the
audience react negatively to the sequel, especially when there is an identity connection with the original.
Keeping actors and characters of original titles in cinematic derivations can protect the memories that viewers
have encoded from the original films. But the same character doing the ‘wrong’ thing in a sequel can
contaminate memories of the original. Changes in major roles or actors in cinematic derivations might also
result in self-identity conflict if the audience has shaped an identity relationship with them. For example, after
Kevin Spacey was accused to sexual crimes, he was taken out of the series House of Cards. But the audience
reacted negatively to this change because Kevin Spacey and his role were major parts of viewers’ memories of
the series. House of Cards without Spacey was no longer House of Cards and it ended after only eight episodes.
Consistency in storyline is a major factor in maintaining continuity among movie derivations. A wellestablished storyline can be an important factor determining movie success (Clarke 2011; Simonton 2009). Prior
studies show that if the audience can relate to the characters of a movie, it is more likely that they will like the
movie (Gunter 2018). Although the importance of storylines in the financial success of movies might not be as
significant as star power (Liu et al. 2014), it is still an important factor (Hunter III et al. 2016). Nevertheless,
there are other studies which do not regard storylines as a very important factor in the success of movie (UlkerDemirel et al. 2018). Since the storyline in cinematic derivation is inevitably linked to that of the original
version, although the strength of the link between storyline and movie success can vary from one type of re-
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production, such as a sequel, to another such as an adaptation, it is likely to have a more significant impact on
the success of the movie in comparison with movies which are not re-productions of prior films. Such a link is
so significant that cinematic derivation might appear to be an attempt to regenerate the brand, or movie, using a
storyline which has already been proven to be successful (Muzumdar 2014).
Maintaining continuity in storylines is important in adaptations. This is recognised in the next quote by Leslie,
an Australian film editor in her fifties. She has read the novel, The Talented Mr Ripley by Patricia Highsmith,
and has also watched two movie adaptations of this novel, the French version, Delitto in Pieno Sole (Clement,
1960), and the American version, The Talented Mr Ripley (Minghella, 1999). She loves both of the adaptations
because they are based on the same novel.
Delitto in Pieno Sole meaning the full sun at noon in French, midday something. And my French is not
bad. I'm not fluent, but it's not bad. And it had the same sort of tension. One is in black and white, the
other is in colour. One is very opulent, the other is quite sort of minimalist with a lot of Jean-Luc Godard
sort of influence. And they're both melodrama. And it works. Both of them.
The interesting issue in Leslie’s quote is that she mentions the differences between the two adaptations of
Highsmith’s novel but these differences have not provided any reason for rejecting either. All these differences,
such as one of them being black and white and the other one in colour, can result in memory contamination.
However, no such contamination has occurred for Leslie. She has enjoyed both adaptations because they are
both “melodrama”, although one of them is “opulent” and the other one is “minimalistic”. Minimalism strips
the film down to those things which are inevitably essential. A minimalistic approach can be applied to video,
audio, plot, and story. In this case, Leslie is referring to the storylines’ elements but, even more importantly, she
is pointing at how different the two adaptations are. Despite such differences, which provide a good potentiality
for memory contamination, she likes both films because they share the Highsmith’s core story. These different
appearances can be ignored as long as the adaptations remain faithful to the original text of the book. So, the
essence of the storyline has remained intact in both of the adaptations. When Leslie is asked about why she
loves both of the adaptations, she clearly points at the importance of a good storyline. “If you have a good script
and a good story, I don't see why it can't be (remade multiple times)”.
The connection that consumers have with their favourite book might motivate them to relate different films to
the book, even without a clear commercial or textual reference that suggests such a link. In the next quotes,
Alice highlights how much she likes the Pride and Prejudice novel and how she links Bridget Jones Diary
(Maguire, 2001) to the book, although there is no clear commercial or textual reference linking the movie to the
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book. She first mentions that she has watched many different derivations of Pride and Prejudice and has loved
them all.
That's been remade heaps of times in heaps of different ways and I love it every time.
When she is asked why she has loved all different adaptations of Pride and Prejudice, she indicates that her
favourite movie/novel, Pride and Prejudice, is an “idealised storyline”. She implies that the storyline of Pride
and Prejudice is so rich that even other non-related derivations, such as the movie Bridget Jones Diary
(Maguire, 2001), are linked to this idealised storyline. In her opinion, the storyline of Pride and Prejudice has
the potentiality to be adapted in different derivations and media, such as film and TV series, and still remain true
to the original. Prior studies show that viewers might regard a movie as a remake of another movie even without
any textual reference linking the two films (Verevis 2005).
Bridget Jones is based on Pride and Prejudice in my opinion. Colin Firth is in there and then he also does
Mr Darcy in the BBC film. So, I think that's more than just a storyline that we've grown up with, well I've
grown up with anyway, and I guess many generations would have grown up with that book. It's quite old.
And, for whatever reason, it's an idealized scenario, I guess that storyline has remained unchanged
through all of the different variations.
Alice recognises several reasons why she has loved all different derivations of Pride and Prejudice. She
highlights the importance of having an “unchanged” storyline through all different variations. She refers to the
consistency of the storyline with the original. Alice also regards Pride and Prejudice as a grand scenario, the
storylines that have become part of popular culture, which is rich enough to have different derivations. She notes
that an actor, Collin Firth, acts in both Bridget Jones Diary and the TV mini-series of Pride and Prejudice. She
considers it to be an indication that Bridget Jones Diary should be recognised as a derivation of Pride and
Prejudice.
The consistency in storylines between original and cinematic derivations contribute to the sense of continuity
among different derivations. It creates a sense of familiarity between the new variation and what viewers
remember from the other derivations of the storyline and can diminish the chance of memory contamination.
Such a fidelity to the original text also shows the producers’ respect to the original source of the storyline, and
those whose identities are linked to the original source and decrease the chance of rejection due to self-identity
conflict. While consistency in storylines can decrease the chance of memory contamination and self-identity
conflict in adaptations, such consistency in sequels can decrease the chance of autobiographical obsolescence.
Consistency in both storylines and cast can show that the passage of time is recognised. Hence, autobiographical
obsolescence can be mitigated. If those actors with whom viewers have identity connection are present in
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sequels, the chance of identity conflict will decrease. However, memory contamination may occur since the cast,
who have aged in sequels, are different from the memories that viewers have from original versions.
Maintaining continuity among derivations has been a disputable topic amongst scholars. While some researchers
recognise the importance of such continuity among an original movie and its re-production derivations (Spitz &
Kurt 2014), there are others who believe otherwise (Chapman 2017). Most of the previous studies are focused
on how maintaining this continuity can affect the financial success of cinematic derivations. Maintaining this
continuity can attract new customers who have not watched the original version as well as previous consumers
who have. However, this study sheds some light on how continuity can help draw older consumers who loved
the original to watch the sequel. The following quotes elaborate how the participants of this study note the
importance of such continuity.
Farah is one of those participants who agrees with the idea of having a sequel for her favourite TV show,
Friends, although she is against the idea of a remake with different cast members for the show. The continuity
of the storyline helps Farah maintain her connection with the show. She indicates how the characters have been
“with her” for the last seventeen years. What she implies is that the hypothetical sequel will work as a reunion
for her and her beloved characters. When she is reminded that the original cast have aged and if this makes her
uncomfortable, she says that she has also aged. This similarity in aging between Farah and her favourite
characters increases the chance of her sympathy with the old cast in the hypothetical sequel. The continuity of
the storyline is the reason for such a positive reaction towards the sequel. The following quote shows how this
continuity and the recognition of passage of time prevents autobiographical obsolescence.
I know. But I'm not a teenager girl as well, you know. Because I grew up with them. And I follow the
pages in Instagram. And I know they're old now. This is the life so why not? For about maybe more than
17 years they are with me.
Linda is another participant who has a positive approach to the sequel of her favourite film Mary Poppins
(Stevenson, 1964). In the sequel, Mary Poppins Returns (Marshal, 2018), the character, Mary Poppins, comes
back to the Banks’ family. However, the father of the Banks’ family, Michael, is the young boy who acted in the
original movie. Linda has found this continuity of the storyline useful and, as she puts it, “way better than a
straight carbon copy” of the original movie.
I think it's better than just doing straight carbon copy. So, the fact that it was a leap forward in time,
probably helps.
John is the other participant who notes an important aspect of continuity in storyline. The 30-year-old American
MBA graduate signifies the importance of maintaining the logics of the storyline in his favourite TV show
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Game of Thrones (GoT). He is disappointed with how the series ended. When he is asked about why he feels
like that, he highlights the lack of continuity in the logics behind the last few seasons of the series.
They didn't have any good endings in any other seasons for 10 years. You had your whole character
build up [but] in the end, the ‘Red Wedding’ killed, all of them!
John believes that the GoT audience has been familiar with a certain logic in the series. They have come to
expect having the main characters butchered in the series. When the writers decided to follow another path in
the last few seasons, that logic changed. An audience that was accustomed to having their favourite characters
killed encountered a totally different logic in the story. Now the main characters are not killed by the villains but
kill the villains. This shift in the story logic shatters the continuity which linked different seasons of the series
together.
Three main factors affecting the acceptance of cinematic derivations, the importance of having good quality
cinematic derivations, recognising the cinematic derivations and the original movie as separate products, and the
continuity of various derivations of a movie have been explained so far. The next section elaborates how
homage can increase the chance of acceptance for cinematic derivations.

5.4 Homage
Homage is the notion of paying tribute to an earlier film through intertextual referencing (Leitch 2002). Such a
referencing might occur through using certain actors or shots from an earlier film in a new movie. For example,
Scorsese used the shot of a hand holding a gun, very similar to the shot that Hitchcock had in Vertigo, to pay
homage to Hitchcock. Homage links the value of the secondary artwork to the primary one in order to recognise
the excellence of the primary artwork and prevent it from being ignored or forgotten (Ng 2005). In this study, it
is argued that bringing an aspect of the original version to the cinematic derivation, as the notion of homage
suggests, can work as a psychological bridge and positively influence the acceptance of cinematic derivations.
The continuity among various derivations, which is explained in the previous section, can work as homage too.
Seeing how characters, and actors who played the roles in the original, have aged and how their lives have
changed shows the recognition of time and can deflect autobiographical obsolescence. Aging can justify some
changes in appearances and identities of characters so the chance of memory contamination and self-identity
conflict can decrease as well. This can be helpful in sequels, prequels, and franchises. In remakes, however,
there is no continuity between the remake and the original. Using the original cast in different roles than the
ones they had in the original film can work as homage and decrease the chance of autobiographical
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obsolescence, which refers to the notion of not being able to use autobiographical past for the present and future.
However, it might not be helpful with memory contamination and self-identity conflict. The old cast look
different from how viewers remember them in the original title, so memory contamination might happen. The
identity connection that viewers have with the old cast, and the characters that they performed in the original
film, is also lost when they appear in a small role in the remake. Hence, identity conflict can also occur. A good
example of using actors of an original film in a smaller role in the cinematic derivation can be seen in Cape
Fear (Scorsese, 1991). Scorsese asked Sir Laurence Olivier, who played the main role in the original movie, to
play a very small role in the remake.

Some of the participants have expressed their appreciation of having the cinematic derivations showing respect
to the original movie. Such participants have used different expressions to show their appreciation and recognise
different positive outcomes for paying homage such as an increase in familiarity with the cinematic derivations
and showing respect for the original. In the next quote, John indicates how having James Earl Jones in the
remake has increased the sense of “familiarity” with the live-action remake. James Earl Jones, who gave his
voice to Mufasa in the original version of The Lion King, did the same in the live-action remake.
I think it gives you a sense of familiarity with the remake You can tell I mean it's a very iconic voice. He
does Vader so I mean that voice you know right? it's like Morgan Freeman [voice] whenever it comes on
you know like I know who that is, you know, so, yeah, I noticed.
Tom also signifies the importance of homage. He indicates that homage can work as a way to honour not only
the original movie but also those who have participated in the production of the original film. The phrase “those
that have come before that time” mainly refers to the production team of the original movie. However, it can be
implied that this phrase refers to the audience of the original movie as well. Such homage can assure viewers
that their past is respected. This prevents viewers from experiencing autobiographical obsolescence. In this
sense, homage is a way to pay respect to both the producers and the consumers of the original movie.
But I think I'm supportive of that because I think it shows respect and appreciation of those that have
come before that time and the effort that they put into making that movie.
The above is Tom’s answer to the question about the concept of homage in general. When he is asked
specifically about the type of homage that he would like to see in his own favourite movie, Top Gun (Scott,
1986), he says that he will bring Tom Cruise, who played the main role of the original movie, in the remake.
I have never thought about that…I'd have to give that some thought. And I'm sure that I would put Tom
Cruise in there somewhere. No doubt.
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The recognition of those consumers who have watched and loved the original movie is noted indirectly by Tom.
However, Ariya clearly indicates that bringing the old cast, as a type of homage, can be a respectful gesture
towards “older people”. Using the example of Star Trek, Ariya indicates that bringing the old cast of the original
film into the cinematic derivations can work as an “admiring or respecting” element towards both the producers
of the original version and the “older people” who have loved the original version. He also notes how bringing
the original cast can contribute to the sense of continuity in the storyline which is, as explained in earlier
sections of this chapter, an important factor is accepting cinematic derivations.
It almost feels like a respect thing or act of consideration of the original makers or the original cast, or
almost like maybe the older people, you know, if it's a remake of something much older. It's like the
character Spock in Star Trek, you know, like they have obviously this entire new cast but then at one
point they bring in the original cast and you sort of feel that there is this continuation of what they did, or
they're admiring or respecting.
This type of homage, especially if the actor comes back playing the same role which can be the case in sequels,
is noted by other participants too. Alice recognises the same thing for the cast of her favourite movie Closer
(Nichols, 2004). Alice clearly indicates that having the cast of the original Closer as the parents of the new cast
in the hypothetical sequel of the movie works well with the “storyline” of the original movie she remembers.
This is an example of how continuity among different derivations can work as homage.
I could see them in that film, being the parents or the older work colleague or someone who has been
through that. They interact with the storyline.
Homage, depicted as bringing an actor of the original movie in the cinematic derivations, can work as an
assurance for fans that the actors are happy with the production of the re-production derivation. This is what
Linda notes in her quote about having Julie Andrews, who played the main role of The Sound of the Music
(Wise, 1965), in the hypothetical cinematic derivations of the film. Having Andrews can work as a sign of
“approval” for the original audience. This approval can assure the audience that the re-production derivation is
worthy enough to receive such an approval from the main actress of the original film. Such a thing can
positively affect the acceptance of the cinematic derivations of The Sound of the Music.
I think it would help ground it in the fact that she's given the tip of approval to it, as weird as that
sounds, you know, that she's happy with it. Yeah, I think seeing her up there would probably help.
Using homage does not always result in positive reactions from viewers. Bringing an element of an original
movie to its cinematic derivations might distract viewers and remind them of the original film and contaminate
the memories that audience has from the original version. The main actor of the original movie might account as
a major part of what audiences remember from the original movie. When such an actor receives a small role in
the cinematic derivations, they can remind the audience of the original movie and “take away” the attention
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from the cinematic derivation. In the next quote, John explains how using Russell Crowe in the hypothetical
remake of Gladiator (Scott, 2000) can lead to such a thing.
It would take away from the remake in the sense that you wouldn't come to the remake with a fresh
outlook on those characters because you're being constantly reminded about Russell Crowe being the
main character from the past one that you had enjoyed.
This is an indication of memory contamination as a result of homage. John suggests that Russell Crowe is
closely linked to the image of Maximus, the main character of the movie, i Gladiator and he cannot see anybody
else in that role. If Crowe were to appear in the hypothetical remake in another small role, John is reminded of
the original movie in which Crowe was the main actor. As John denotes, there will not be any “fresh outlook”
for characters of the remake because they are under the shadow of Russell Crowe.

5.5 Chapter summary
This chapter contains ameliorating factors that can decrease the chance of older viewers rejecting cinematic
derivations of their favourite films. Ameliorating factors include perceived quality of cinematic derivation,
maintaining continuity among derivations, separating cinematic derivations from the original, and homage. It is
explained how high-quality creative personnel and technological advancements in imagery can contribute to the
quality of cinematic derivations and, hence, decrease the chance of rejecting cinematic derivations. Maintaining
continuity, through storylines, logic of plots, and cast, can also increase the chance of accepting cinematic
derivations. The textual data also illustrate that cinematic derivations are less likely to be rejected when they are
considered as a separate film from the original version. Although viewers’ perceptions have a major role in
separating a cinematic derivation from the original title, producers might be able to enhance this. Producers need
to craft the cinematic derivations in a way that viewers experience familiarity with the cinematic derivations
although they need to separate from the original title. Homage is the other factor which can decrease the chance
of rejection in cinematic derivations. However, homage needs to be used carefully as it might result in negative
reactions among viewers. Depending on which theoretical reason is the trigger of rejecting cinematic
derivations, different ameliorating factors can be useful. Developed by the author of this thesis, Table 7
demonstrates how these factors can affect viewers across the three theoretical explanations.

Table 7:The effect of ameliorating factors across different triggers of self-threats

171

Type of cinematic
derivation

Ameliorating factors

The quality of
cinematic derivation

Maintaining continuity
among derivations

Separating from the
Original

Homage

Autobiographical
obsolescence

Using high quality
creative personnel can
assure viewers that
producers of the
cinematic derivation
have tried to make a
high-quality film. This
can be interpreted as a
gesture to respect
viewers’ past.
CGI usage can justify the
new derivation.

Maintaining consistency
among derivations can
show that the passage of
time is recognised and
hence autobiographical
obsolescence is less likely
to occur.

If original and
cinematic derivations
are regarded as
separate movies,
autobiographical
obsolescence is less
likely to take place.

Homage can be useful
to show that the
passage of time is
recognised. In such
cases, the chance of
autobiographical
obsolescence
decreases.

Self-identity
conflict

Using high quality
creative personnel can
assure viewers that
producers of the
cinematic derivation
have tried to make a
high-quality film. this
can be interpreted as an
attempt to respect
viewers’ sense of
identity.
CGI can be harmful if it
changes the basis idea of
the original film.
Since actors of an
original title account as a
major part of the
memory viewers have
from the film, any
change in the cast,
irrespective of their
quality and status, can
cause memory
contamination.
CGI can contaminate the
memories that viewers
have from the original
version. Although CGI
can increase the visual
quality of cinematic
derivations, it makes the
new versions different
from what viewers
remember from the
original title.

Continuity in storyline,
logics of plots, and actors
are important. Major
discontinuity among
derivations can damage
the identity connection
that viewers have with the
original film. Minor plot
changes and adding actors
can be useful as long as
they do not jeopardise
viewers’ identity
connection with the
original.
Maintaining continuity
among derivations is very
important since the
continuity keeps new
versions “similar” to the
original source. The risk
of memory contamination
increases if such a continu
ity is absent.

If original and
cinematic derivations
are regarded as
separate movies, selfidentity conflict is
less likely to take
place.

Homage can be used
to show viewers that
their favourite original
film, along with their
self-identity connected
to the film, is
respected. This can
decrease the risk of
self-identity conflict.

If original and
cinematic derivations
are regarded as
separate movies, selfidentity conflict is
less likely to take
place.

Homage can have a
negative role here
since using any
element of an original
title in a cinematic
derivation might
contaminate viewer’s
memory of the
original. However,
non-imagery
references, such as
using the same
soundtrack, might be
less likely to cause
memory
contamination.

Memory
contamination
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This chapter is dedicated to ameliorating factors which can be used to increase the chance of accepting
cinematic derivations. The next chapter contains discussion about how each of the competing theories can
explain the rejection of cinematic derivations.
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Chapter 6
6 Discussion
This chapter is dedicated to discussing the findings of this study. Drawing from the theory discussed in the
literature review, this chapter starts by discussing how rejecting cinematic derivations can be explained by
memory contamination, self-identity conflict, and autobiographical obsolescence. Although these theories are
conceptually distinct, the actual comments of participants reflected substantial overlap. Then it discusses how
ameliorating factors found in this study can contribute to the acceptance of new derivations of films. It is also
discussed how the life story narrative can work as a theoretical umbrella accommodating all three competing
theories into a single unifying framework to understand the rejection of cinematic derivations. At the end of the
chapter, it is explained how applied studies, in comparison with experiential studies, which account as a major
proportion of research conducted to explain nostalgia, can provide deeper knowledge about nostalgia, triggers of
this construct, and marketing related consequences of it.

6.1 A tale of three cities; theoretical framework examination
This section discusses how the three competing theories suggested in the literature can explain the phenomenon
of rejecting cinematic derivations. This section starts with discussing the findings that show viewers reject the
new derivation of their favourite films in order to protect the memories that they have from watching the
original versions. It then proceeds to elaborating how rejecting cinematic derivations work as a mechanism to
defend viewers’ self-identities. At the end of this section, it is discussed how autobiographical obsolescence can
motivate viewers to reject new motion picture derivations when viewers like the original derivation.

6.1.1 Rejecting cinematic derivations as a memory protection mechanism
The findings of this study show that rejecting cinematic derivations can be a mechanism through which
consumers protect the memories that they have from watching the original version. People might not be able to
enjoy the previous chapters of their life once their memories are contaminated. Different aspects of movies, such
as actors, special effects, pivotal scenes, can be parts of memories that viewers keep from their movie
consumption experience (Marcus 1977; Tulving & Craik 2000). Watching films is considered to be a hedonic
consumption experience (Holbrook & Hirschman 1982). Memories of hedonic consumption experiences are
among those consumption memories that are likely to be regarded as assets (Diehl et al. 2016). Once memories
are recognised as assets, individuals need to preserve them so that they can be utilised in post-experience
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recollections (Zauberman et al. 2009). When a film is redone as a cinematic derivation, the new derivation can
contaminate the memories that viewers have from the original movie. The reason for such a phenomenon is that
what audiences see in such new derivations is different from what they remember from the original version.
This might even prevent consumers from enjoying the original film if they decide to rewatch it. Such a
consequence has already been reported for other consumption experiences such as travel destinations (Tung &
Ritchie 2011).

This study shows that consumers are motivated to preserve the memories from their favourite movies. This
notion was elaborated in Emma’s quote when she highlighted how she would like to keep her memories of Dirty
Dancing (Ardolino, 1987). Looking at memory protection system from a new perspective, Bentley (2017)
signifies that consumers tend to avoid situations in which their special memories might be rendered ordinary.
Participants of this study were asked about how they would feel if not just any movie but their favourite movies
were redone. This shows that the threat of contamination is valid when the movies, and hence the memories
attached to them, are special. Special memories are recognised to be uncommon, infrequent, and important for
well-being and happiness (Bhattacharjee & Mogilner 2014). Although participants’ favourite films belong to
emotionally rich memories, participants of this study recognise that they have watched their favourite films
more than once. This shows that special memories for participants of this study are important for their wellbeing and happiness, but they are frequently recollected and relived. Once the cinematic derivation contaminates
the special memories of the original, viewers may no longer be able to enjoy rewatching their favourite original
films. Since such movies are frequently re-watched, not being able to enjoy such re-watching experiences can
have negative consequences for viewers’ well-being. Another important factor distinguishing special memories
from ordinary memories is the role of the memories in participants’ senses of identity. Most of the participants
who have indicated dissatisfaction with cinematic derivations have also shown indications of rejecting such
derivations to protect their identity. This shows that the memories that participants have from their favourite
films have close ties with their sense of identity. Previous studies have already stated that special memories have
significant roles in consumers’ sense of identity (Goode et al. 2016). This study advances this understanding by
highlighting the role of consumer’s memories of their favourite movies in shaping their identities.
This study shows that viewers tend to protect the nostalgic memories that they have stored from the experience
of watching their favourite original films. John highlighted this notion when he talked about Aladdin and the
place that the late Robin Williams had in his childhood memories. Prior studies show that long term memories
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related to personal experiences are important for individuals (Schwartz 2020), since looking back at lived
episodes of life and allocating memories to them signifies the lived past and provides meaning for the life lived
(McLean 2005). The importance of memories is even higher when memories are regarded as nostalgic.
Nostalgia boosts self, fosters social connectedness, and provides meaning in life (Routledge, Sedikides, et al.
2013; Vess et al. 2012; Wildschut et al. 2010). These psychological benefits of nostalgia will be jeopardised if
the relevant nostalgic memories are contaminated. Films are reported to be among the things for which
individuals are nostalgic (Holbrook 1993). They are also among the contents of nostalgic reveries (Dhoest
2007). Hence, films can be regarded as a significant part of nostalgic memories and viewers tend to protect the
nostalgic memories that they have from their prior movie consumption experiences. Watching a new derivation
of a nostalgic film might contaminate the nostalgic memories attached to the motion picture. Rejecting such reconceptualisations is the mechanism through which viewers protect their nostalgic memories.
This study shows that movies can work as a reference point in time for people and enable them to locate
themselves through time. This notion was recognised in Borna’s quote when he talked about his memories of
Jungle Book and The Lion King. The “familiar voices” that he indicated were parts of his memories as
references through time. Most of the films which are regarded as such a reference point have been watched
during the second and third decade of viewers’ life. This is compatible with the findings of Holbrook (1993)
which recognise consumers to be more emotionally attached to those films that they have watched during their
adolescence and early adulthood. This is also aligned with the notion of reminisce bump which indicates how
people tend to recall the memories they have encoded during childhood and early adulthood (Glück & Bluck
2007). Although movies are not regarded as memory pointers, similar items, such as photos, are considered as
memory pointers and their function is explored (Diehl et al. 2016). When movies work as reference points in
time, they can provide a source of self-continuity for audiences (Bluck & Alea 2008). Viewers can assure that
their sense of existence through time is intact, they are ontologically secure, and their life story narrative is
relevant (Slater & Cohen 2016). If such a film is redone, the memories of the original title might be
contaminated. This contamination might disrupt the work of such movies as references in time and jeopardise
viewer’s self-continuity, ontological security, and life story narrative. Cinematic derivations are rejected to
prevent such a loss for viewers.
The tendency to reject a new derivation of a favourite motion picture might stem from the propensity of
preserving the memories of the original film. This notion was illustrated in how Emma did not want anybody
but Patrick Swayze to play the main role in Dirty Dancing and how Ramin did not want to see Godzilla in
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Japanese. Such memories might be non-nostalgic and not related to reminisce bump but still regarded as
valuable assets to be protected. The same notion of preserving memories is recognised for consumption
experience (Zauberman et al. 2009) and autobiographical memories (Rubin & Berntsen 2003). Memories of
experiential consumption, such as movie consumption, are more likely to be considered as assets (Carter &
Gilovich 2012). Preserving such memories can help individuals to achieve a sense of happiness by allowing
them to reminisce about such consumption experiences as a post-consumption benefit (Gilovich et al. 2015).
Films are among artworks and when an artwork is regarded as authentic and original, which is the evaluation of
viewers towards the original film, the memories of such original artwork attain importance and value (Newman
& Bloom 2012). This also signifies the importance of viewer’s memories of the original movies and explains
their tendency to protect such memories. Consumption memories are also linked to the sentimental values that
consumption provides for individuals and the major role that sentimental values have in hedonic consumption
(Yang 2015). Contamination of consumption memories can have a negative effect on such sentimental values.
Consumption memories have a close tie with consumers’ sense of identity too which makes the contamination
of such memories a threat to a consumer’s sense of self (Reed II & Forehand 2016). Considering the huge
overlap between identity and memory, one can argue that rejecting a cinematic derivation in order to protect the
consumption memory of the original film is a way to preserve consumers’ sense of who they are. Although this
might be correct, this study shows other indications that viewers tend to reject a new derivation of their favourite
films to preserve their sense of identity. Such indications are elaborated in the next sections.

6.1.2 Rejecting cinematic derivations to preserve the self-concept
Overall, the results of this study indicate that negative reactions to cinematic derivations can be explained as a
mechanism to preserve a sense of self. Cinematic derivations might diminish the protagonist of viewer’s life
story narrative. Individuals consider their favourite films to be important for their sense of identity. This notion
was highlighted by Linda when she elaborated how she was connected to Star Wars. When favourite motion
pictures are redone, such individuals might regard the new versions as a threat to their senses of identity. The
connection between favourite films and viewers’ identity can be seen in different ways. Viewers can have
identity connections with their favourite films. They might use their favourite films to show who they are, use
the films in creating their identities, or regard the films as the extended parts of their self. The emotional
connection between consumers and their favourite characters or actors of the films can also facilitate the identity
connection. Viewers might feel naïve or stupid to have loved the original movie when the original title is
redone. The fact that some viewers want to share their favourite films with others, especially their loved ones,
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shows that there is an identity connection between such viewers and their favourite movies. When viewers’
identity is connected to their favourite films, redoing such films might be regarded as a threat to viewers’ sense
of identity. Rejecting the new derivation is the approach that viewers take to preserve their identity.

Consumers might reject a new version of an original title when they have used the original film as a depiction of
their identity. This notion was elaborated when Michael shows how he was an “unashamed elitist” and he would
like his favourite films to show this part of his identity. Veronica also highlighted the same idea when she
mentioned how she was not a “Rom Com Chick” and would not like to be considered as one. Loved items,
which are films in this case, are noted to be influential in shaping identities (Ahuvia 2005). Prior studies show
that consumers tend to enact certain identities through the items they consume (Kleine III et al. 1993). The
consumed items contain a wide range of products and services from mundane items such as energy consumption
(Gram-Hanssen 2014) and fashion style (Shafira 2018) to deeper value related objects such as hijab (Rahayu
2014) and electric cars (Barbarossa et al. 2015). The finding of this study shows the same reaction towards
films. Viewers have chosen those films as their favourite through which they can communicate a certain sense
of identity to others. This study also illustrates that sometimes consumers choose identity related items to
differentiate from those who they do not want to be identified with. Prior studies show that identity related items
are chosen not only according to who individuals want to be associated with, but also according with whom they
do not want to be identified (Berger & Heath 2007).
Another identity-related motivation to reject cinematic derivations is the role that original titles play as the
materials which shape consumers’ sense of identity. This was shown in how Linda considered criticism of Star
Wars as “personal attack” to her. The experiential and hedonic nature of watching films increases the role that
movies have in viewers’ identity projects (Hackley & Tiwsakul 2006). Prior studies show that consumers tend to
invest in their identities through what they consume (Belk 1988). Such an investment is made so that consuming
the items can result in certain identity related payoffs including boost in self-esteem, meaning, continuity,
efficacy, belonging, and distinctiveness (Vignoles et al. 2006). Consumer’s sense of identity can be jeopardised
if the identity value of the consumed item is doubted (Arsel & Thompson 2011). In such cases, there is a strong
motivation to defend identities to protect them from being tainted (Thompson & Loveland 2015). Such an act of
defending was seen in Michael when he was rationalising why 8½ is hard to understand. New derivations of an
original movie can be regarded as an attempt to diminish the identity value of the film. Viewers are motivated to
reject the new version of their beloved motion picture to prevent such a loss to their identity.
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New derivations of films can be rejected if characters of the original title resonate with viewers. This notion was
signified by Borna when he said how he did not want Mufasa to die in The Lion King because it would make
Borna to think about his own father’s death. Characters have an important role in attracting and maintaining
audience when it comes to motion pictures (Hoffner & Cantor 1991). Prior studies show that viewers identify
with characters of their favourite films. Such identification is more emotionally intense in comparison with other
types of attachment, such as sympathy, that viewers can have with characters of a motion picture (Cohen 2001).
Such a personal relationship with characters makes viewers care about what happens to these characters (Giles
2002). Identification with characters can be long term and go beyond the moment of watching films (Hoffner &
Buchanan 2005). Hence, viewers might still be identifying with the characters of their favourite films that they
have watched years ago. The fact that identification with others takes place mainly during adolescence explains
why most of the movies with which participants have identified, have been watched during these formative
years (Erikson 1968). When a favourite movie is redone, the life of characters might be pictured differently from
how viewers have already identified with them. Some of the characters might even be absent in such new
derivations. Cinematic derivations can be rejected because they do not contain the characters with who viewers
have identified. For example, Emma mentioned how she could not imagine Grease without John Travolta and
Olivia Newton John.
Rejecting cinematic derivations can occur when viewers identify with the actors of the original film. Linda
mentioned how she identified with those actors who are currently in their forties and are too old for the roles she
wanted them to play. Audience identification with actors can have certain consequences. Prior studies show that
viewers tend to react positively to motion pictures when they identify with the actors of such films (Gobert
2018). Identification with actors are noted as an important reason for audience to watch movies in different
genres such as science-fiction and situation comedies (Chen & Li 2015; Köhne 2012). Identifying with actors
can also encourage the audience to behave as the actors do. For example, alcohol consumption portrayed in
films can increase alcohol consumption among the public (Engels et al. 2009; Koordeman et al. 2011).
Messages conveyed in advertisements are also better received by the audience when they identify with the
actors who play in such advertisements (Whittler 1989). The audience also shows positive reactions to product
placements in their favourite films when they identify with the actors of the film (Balasubramanian et al. 2014).
When a movie is redone, it is possible that those actors of the original title, with whom viewers have identified,
are absent in the new version. Such actors might even take different roles in the new version. This can be
evaluated as a negative sign for viewers who identify with such actors. New derivations can be rejected to
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protect the original films with which viewers identify. When viewers identify with their favourite film actors,
they engage more with the movie narrative and experience a higher level of enjoyment as compared to those
films where a similar form of actor identification is not present (Busselle & Bilandzic 2009; Green et al. 2004).
Rejecting cinematic derivations can be the result of feeling naïve or stupid to have loved the original version.
This point was raised by Ramin when he talked about the remake of Godzilla and how stupid he would feel to
have been scared by the original Japanese version. These feelings of shame are considered to belong to the
family of self-conscious emotions which are closely linked to the sense of identity (Tangney 1999). When
someone experiences such a feeling, it is an indication of a threat to their sense of identity (Dijkstra & Buunk
2008). In order to restore the threatened self, one needs to engage in activities to change the behaviour that
started the feeling (Steele et al. 1993). In the case of consuming cinematic derivations, feeling naïve or stupid
stems from the new derivation that make consumers doubt their love of the original. In order for their sense of
self to be restored, the sources of threat, which is the cinematic derivation, needs to be rejected. Prior studies
have shown how consumers tend to protect their identities through engaging in consumption activities that deny
the source of self-threat (Gao et al. 2009; Kim & Gal 2014; Rucker & Galinsky 2008).
The other indication that viewers regard their favourite films as a part of their identity is their tendency to share
such movies with others. When a movie is a part of viewers’ sense of identity, they react negatively towards
cinematic derivations of the movie. Sharing is considered to be a communal act to connect people (Belk 2010).
Prior studies show that sharing consumption items, such as food, can enhance the emotional connection among
close people, such as family members, as a collective practice (Warde et al. 2007). Identity connections can also
be illustrated through shared consumed items as shared items have a role in how people identify themselves
(Cappellini & Parsons 2012). In other words, people with similar, or shared, sense of identities are more likely
to share items. Although most prior studies in sharing mainly look at money, food, and utilities as shared items
(Bardhi & Eckhardt 2012; Seo et al. 2015; Stocks et al. 2007), the findings can be expanded to movies. Just like
previous studies, participants of this study were willing to share their favourite films with loved ones especially
family members. For example, Ramin shared his favourite film, Mother (Hatami, 1990) with his girlfriend while
he was in Australia and she was in Canada. Such shared items can have certain meanings for the members of the
families (Money 2007). Covering a wide range of items shared among people, Belk (2010) shows that
individuals tend to share what they consider their self-extension with people emotionally close to them. Hence,
when an individual shares their favourite film with others, the individual recognises the film to be their selfextension. Cinematic derivations of such a movie can be considered as meddling with their sense of self and are
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rejected to prevent a sense of loss in an individual’s identity. This section was dedicated to the discussion about
the role that consumer’s self-identity has in rejecting the cinematic derivations of their favourite films. Findings
of this study show that rejecting cinematic derivations can also be the result of autobiographical obsolescence,
which is elaborated in the next section.

6.1.3 Rejecting cinematic derivations due to autobiographical obsolescence
Autobiographical obsolescence is the other reason why some viewers tend to reject the new versions of their
favourite films. Cinematic derivations might make viewers feel old, irrelevant, or disconnected from younger
generations. Viewers evaluate such new derivations as inferior to their original titles to deny the source of this
negative feeling and prevent their past from becoming obsolete. Autobiographical obsolescence jeopardises the
continuity of self which links the past to the present and future self. Although any person goes through many
changes across their lifespan, it is important for them to sustain a consistent sense of who they are (Hershfield
2011). Different aspects of self, such as names, jobs, or even body parts, might change across a course of
lifetime. However, people keep certain aspects of their self, such as general interests and personality
characteristics, consistent throughout their life (Low et al. 2005; Roberts & DelVecchio 2000). This is done to
assure a sense of similarity across the lifespan. The link between the past, present, and future self is mainly
determined through how consistent the present self and future self are to past self. This consistency of coherence
is demonstrated through values, likes, beliefs, and ideas which need to remain intact throughout the life course
(Parfit 1987). If this consistency fades away, the continuity of existence through time is compromised. In the
case of cinematic derivations, if consumers have watched and enjoyed an original movie, it categorises as a
‘like’ which needs to remain intact in order to assure self-continuity. When that original film is redone, such
consumers might doubt that aspect of their self, the aspect which needs to remain intact.

Negative reaction to cinematic derivations can stem from viewers feeling old because of the new derivation. The
contemporary consumer market has created certain indications of youth such as physical appearance, beauty
standards, and perceived desirability which can be an extra burden for old people (Lund & Engelsrud 2008).
Research shows that there is a difference between being old and feeling old. While being old is related to
physical attributes and health-related issues, feeling old is rather subjective and mainly related to how capable
people are when it comes to fundamental activities that an independent person needs to be able to do
(Hammarström & Torres 2010; Torres & Hammarström 2006). Nowadays, older people, despite their
chronological age, can engage in different physical and social activities, which are often conducted in groups.
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This is known as active aging and can enable older people to experience a healthy lifestyle (Del Barrio et al.
2018). So being old is an issue that can be managed. However, feeling old is closely related to depression,
loneliness, and insecurity (Ravary et al. 2020; Segel-Karpas et al. 2017; Szmigin & Carrigan 2006). Active
aging cannot be that useful for those who feel old. Considered as a self-threat (Whitbourne & Collins 1998),
feeling old can affect consumption choices. Prior studies show that individuals tend to deny the source of a selfthreat in order to restore the threatened self (De Hooge et al. 2010). Hence, when a cinematic derivation is a
source for viewers to feel old and experience self-threat, it needs to be rejected so that viewers’ threatened self
can be restored. The reaction of Alice, who did not like a hypothetical remake for her favourite movie, Closer
(Nichols, 2004), is an example of how viewers might reject a cinematic derivation if it makes them feel old.
Cinematic derivations can trigger negative reactions in viewers if they make viewers feel irrelevant. The notion
of relevance has a close relation with life meaning. A life is meaningful when it has the qualities of coherence,
significance, direction, and belonging (Vötter & Schnell 2019). The presence of meaning in life can facilitate
numerous psychological benefits such as optimism, self-efficacy and life satisfaction (Dursun 2012; Jafary et al.
2011; Park et al. 2010). However, the lack of meaning in life is linked to existential anxieties and can cause selfthreat (Kesebir & Pyszczynski 2014). If a cinematic derivation makes viewers feel irrelevant, that sense of
irrelevance can result in a self-threat. In order to have the threatened self restored, the source of such a selfthreat needs to be denied. Hence, cinematic derivation, as the source of the threat, is rejected so that viewers can
have their threatened self restored. Yas was one of the participants of this study who showed how she believed
her favourite film, Modigliani, is a timeless piece of work which does not need any remake. Such an approach to
the original film stems from the notion that the original movie is still relevant, although it has been some time
since it was produced. Cinematic derivations of such a film will be rejected as they make the viewer feel
irrelevant.
Cinematic derivations might be rejected because they create, or intensify, the generational gap between viewers
and younger generations. Linda showed how this generational gap can be an issue when she talked about “her
friends’ kids” and their reaction to the live-action remake of The Lion King. Such generation gaps have already
been reported when older consumers were encountered by technological innovations (Mick & Fournier 1998).
Such innovations are widely used in cinematic derivations to improve the visual quality of the films and justify
the necessity of their production. The stories that older generations want to tell to young people lose their
relevance when such a gap is created (Areni 2020). Individuals who belong to the same generation usually
participate in similar events. They also go through similar experiences in life and keep similar memories from
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such experiences (Edwards & Middleton 1990). When it comes to collective memories, members of a
generation usually report those events that distinguish them from other generations (Madoglou et al. 2017). The
fact that the whole collective, or a majority of them, have experienced similar things creates a sense of stability
and safety when those events are remembered and retold (Bauman 2013a). This is how nostalgic recollection
and narrative can facilitate a safe shelter for individuals in which they can find others who have been through
the same events and have similar memories (Wildschut et al. 2014). They can also use such narratives to
communicate with younger generations. When autobiographical obsolescence occurs, such stories will no longer
be relevant. This can even lead to a sense of exclusion and isolation, and not being connected with those who
are important to the person, which is itself a type of self-threat (Pfundmair et al. 2015). Cinematic derivations of
older original movies will be considered as ‘original’ versions for younger generations. In such a case, different
generations will have their own original versions and each of them might claim that their version is better than
the other one.
This chapter has so far discussed autobiographical obsolescence, self-identity conflict, and memory
contamination as motivations for viewers to reject cinematic derivations. The next section is dedicated to how
the life story narrative can be employed to provide a holistic understanding of the tendency to reject cinematic
derivations of favourite original movies.

6.2 Life story narrative: the story that must make sense
Agatha Christie is one of the most well-known authors of the twentieth century. Named as ‘The Queen of
Crime’ by The New Yorker magazine, Christie wrote more than eighty crime novels most of which have been
translated into many languages and adapted as plays, movies, and TV series. Among all her books, The Murder
of Roger Ackroyd is thought to be one of Christie’s best crime novels (Gabriel 2004). Published for the first time
in 1926, The Murder of Roger Ackroyd goes beyond a crime novel and involves the narrative identity of readers.
Most crime novels have a narrator who tells the story from their own perspective and, hence, achieves a certain
level of sympathy and identification from readers. First-person language, especially pronouns, is used for such
narrators to help readers feel closer to the narrator and the book. In most cases, a close friend of the detective
has the role of the narrator. For example, Doctor John Watson has this role in Sir Arthur Conan Doyle’s
Sherlock Holmes books. In Christie’s books, Captain Arthur Hastings usually has the role of the narrator.
However, in some of her books, such as Clocks, Christie used other characters in the stories to narrate it for
readers. The first-person language and the level of identification that readers achieve while reading the book
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make readers put themselves in the shoes of the narrator and see the events from the narrator’s perspective. So,
when it is revealed in The Murder of Roger Ackroyd that the narrator is the killer, readers take that as if they
themselves have committed the crime. The similarity between the narrator and readers, as authors and narrators
of their own narrative identity, facilitates such a reaction.

Considering the overlap among the three competing theories, life story narrative is the appropriate tool to
accommodate autobiographical obsolescence, memory contamination, and self-identity conflict to elaborate why
cinematic derivations are rejected. Individuals need to have a coherent life story narrative to maintain their
psychological well-being (Bluck & Habermas 2000). Autobiographical obsolescence jeopardises the
meaningfulness of this narrative and makes the previous chapters of the life story seem disconnected from the
recent ones. Self-identity conflict diminishes the self who is the author and the main protagonist of life story
narrative. Memory contamination endangers the possibility to enjoy the previous chapters of life story. They are
tarnished or ruined in some way. Hence, rejecting cinematic derivations results when these movies create flaws
in viewers’ life story narrative. Movies account as major parts of autobiographical memories which can later be
used to develop life story narratives (Harris et al. 2004; McAdams 2001).
The importance of having a coherent life story narrative has already been discussed in literature. As individuals
go through their lives, they tend to keep the useful elements and modify certain parts of their life story narrative
so that the narrative can better suit the necessities of their current life (McAdams et al. 2006). The importance of
life story narratives lies with not the events that have happened in the life of the narrator but what those events
mean for the narrator (Adler et al. 2016). Contextualised in the personal life experience of narrator, life story
narratives illustrate the purpose of the narrator and the unity of their self-identity (John et al. 2010). The unity
function of life story narrative is closely linked to self-continuity as a coherent life story narrative connects the
past self to the current self and help the individual anticipate their future self (Freeman 2010). The purpose of
the narrative stems from the consistency of coherence between different chapters of the life story narrative as if
individual follows certain purposes all along their lifespan (Baerger & McAdams 1999). Cinematic derivations
can jeopardise the coherence of life story narrative and endanger the purpose and unity of viewers’ identities.
While autobiographical obsolescence is more likely to harm the unity aspect, memory contamination and selfidentity conflict are more likely to risk the purpose aspect. Autobiographical obsolescence endangers the
meaningful connection that different chapters of life narratives have to each other. The unity aspect will be
jeopardised when these chapters are no longer meaningfully connected. The purpose aspect is more likely to be
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jeopardised by self-identity conflict and memory contamination. Self-identity conflict diminishes the shining
protagonist of narrative identity. This is unpleasant as the self, who is this shining protagonist, needs to maintain
his high status so that the narrative identity reaches its end and achieves its purpose. Memory contamination also
disrupts the purpose aspect of narrative identity, since the person will not achieve their purpose of revisiting
previous chapters of their lives when they look back. The purpose of such looking back at previous chapters of
life is to enjoy those chapters and reassure that the path taken so far reaches the desired destination in present
and future.
The role of consumption in creating and maintaining a life story narrative has already been explored. Narrative
identity impacts what individuals consume whether it is a tangible item, such as fashion, or intangible
experiential good, such as games (Koles & Nagy 2012; Marion & Nairn 2011). The narrative identity of an
ethical consumer can even motivate individuals towards more ethical consumption choices (Romu 2009).
Popular cultural products, such as films and TV shows, also account as major ingredients of life story narrative
(Elliott 2020). Once narrative identity is jeopardised, compensatory consumption can be utilised to reconcile the
sense of self (Woodruffe-Burton & Elliott 2005). For example, nationality can be a major aspect of the life story
protagonist. When such a person is away from their homeland, they might consume their own national cuisines
to reinforce their sense of nationality. But compensatory consumption is not the only consumption-related
reaction which flaws in narrative identity might trigger. The findings of this study show that a consumption
item, a cinematic derivation in this case, can be rejected when narrative identity is endangered. The findings of
this study have also provided an insight into the factors which can increase the chance of acceptance of
cinematic derivations among older consumers who loved the original movie. The next section is dedicated to the
discussion of these factors which are termed ameliorating factors.

6.3 Ameliorating factors: psychological bridges between different
derivations
Ameliorating factors refer to the factors that can improve the chance of acceptance in cinematic derivations.
Continuity among derivations, perceived quality of new derivations, separation of cinematic derivations from
the original title, and homage are recognised as ameliorating factors in this study. Although some of these
factors were already mentioned in literature, the findings of this study advances the understanding about the
function of these factors. Further elaboration of these four factors is presented in this section.
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Although they might appear to be non-compatible, the notions of separation and continuity among different
derivations are both found to be important if new derivations are to be accepted. In other words, cinematic
derivations must be connected enough with the original title in order to utilise the familiarity of viewers with the
original title. They also need to be separate enough from the original title so that they can be regarded as
independent movies on their own. Similar results have already been reported for both remakes and sequels. Prior
studies show that a medium level of similarity between an original movie and its remake tend to have the best
box office results (Bohnenkamp et al. 2015). This study explains this notion through the need for the cinematic
derivation to be both connected to the original title to utilise viewers’ knowledge of the original title and
separate from the original movie so that it can be regarded as a new film. In a study on sequels, results show that
high similarity between an original film and its sequel can have negative effect on the financial performance of
the sequel (Sood & Drèze 2006). This study elaborates this matter as high similarity between a sequel and its
original title might contaminate the memory that viewers have from the original film. Such a contamination can
lead to the rejection of the sequel and, hence, financial failure of the new product. When the reliance of a
cinematic derivation on its original film is high, the legitimacy of the new derivation, as a separate product
which is supposed to provide some level of hedonic satisfaction for consumers, is questioned (Thompson et al.
1994). A combination of separation and continuity is also signified as a way to repackage an already known
product (Mee 2017). Familiar characters and stories are employed to promote such a new product which is less
likely to fail (Grant 2012).
Homage, the notion of showing respect to another movie through intertextual references (Leitch 2002), is also
recognised to positively influence the acceptance of cinematic derivations. The findings of this study expand the
notion of homage. Homage is regarded as cinephilia, which is a deeper level of enjoyment when viewers realise
references to other movies in a film. However, in this study, homage is considered as a psychological bridge
which links a cinematic derivation to its original title. Hence, the intertextual reference that shapes homage is
only between a cinematic derivation and its original title in this study. Cine-literate, the term that Umberto Eco
(1985) uses to describe those who know more about cinema, is expanded to those who know more about
different versions of a certain film. Although the importance of memories has already been signified in
cinephilia and homage (Willemen 1994), self-identity and autobiographical relevance were not explored in prior
studies. The notion of homage, as illustrated in this study, covers the possibility of mitigating self-threat which
is caused by self-identity conflict and autobiographical obsolescence. Homage is also recognised as a way to
memorialise previous movie consumption experiences (Ng 2005). Homage is used as a memory pointer in this
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study. This is compatible with the findings of previous studies which show how memory pointers can enhance
the enjoyment of a consumption experience (Diehl et al. 2016). The function of such a homage can be similar to
a souvenir which can facilitate post purchase enjoyments such as illustrating consumers’ sense of self (Wilkins
2011). Such a tendency to use the memory pointer as a self-demonstration object is also noted in photo taking
where consumers tend to share the photos of their consumption experience with others (Barasch et al. 2018).
Hence, seeing Harrison Ford in Blade Runner 2049, which is a sequel for the original Blade Runner, can have
functions similar to sharing photos of prior consumption experiences. That is why Linda enjoyed seeing Dick
Van Dyke in a small role in Mary Poppins Returns. It can help consumers, who are emotionally attached to the
original film, protect their sense of self. Memory pointers have already been recognised to be important in
boosting psychological well-being (Mogilner et al. 2018).
The perceived quality of cinematic derivations is the other ameliorating factor found in this study. This was
noted by Veronica who explained her positive reaction to the remake of Deathnote because of the “A-class
actors” who starred in the cinematic derivation. Prior studies show the importance of star power and what stars
can provide for movies, especially at the times of uncertainty in the movie industry (De Vany & Walls 1999).
Previous research shows that movies have better market performance when they have stars acting in them
(Basuroy et al. 2003; Desai & Basuroy 2005). Stars have an important role in the memory that viewers keep
from the experience of watching movies (d'Astous & Chartier 2000). These consumption memories are
important when such films are redone. The meaning of what it is to be a ‘star’ can even go beyond actors and
include directors as well since directors can also have an important role in the financial success of movies (Kim
2013). In a broader sense, ‘creative personnel’ is recognised as an important element in the financial success of
motion pictures (Litman & Kohl 1989). Having movie stars, both as director and actor, can also assure viewers
that their favourite movie is in good hands when it is redone. This can lead to an increase in consumer trust,
which positively affects the financial success of cultural products such as movies (McClure & Seock 2018).
Using competent creative personnel in cinematic derivations can also show respect to the original version, and
the viewers who have watched and loved the old version. This can mitigate self-threat, which can arise from
self-identity conflict and autobiographical obsolescence. CGI can also be employed to improve the quality of
cinematic derivations. Tom highlighted the importance of CGI in enhancing the “entertaining” aspect of the
live-action remake of Aladdin. Apart from increasing the chance of financial success (Hu 2016), CGI can be
used to justify the legitimacy of cinematic derivations. Prior studies have already shown how genres such as
horror and action, in which CGI can increase the quality of new derivations, are more suitable for producing
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cinematic derivations (Bohnenkamp et al. 2015). This can lead to an increase in the cultural capital of viewers
and hence be useful (Mee 2017).
This study began by showing how nostalgia, used in YouTube comments, could be utilised by some consumers
to defend their favourite films. Nostalgia was regarded as a part of the framework in this research project.
However, the findings of this study show that, unlike most of prior research about nostalgia, triggers of nostalgia
are not always clearly distinguished from one another in the narratives people convey about their favourite
movies. Nostalgia can be evoked by a combination of several triggers in the case of describing reactions to
favourite original movies and their cinematic derivations. The next section is dedicated to how applied research
can foster a broader understanding of nostalgia.

6.4 Studying nostalgia: experimental versus applied studies
As it was shown in the introduction chapter of this study, it was the nostalgic tone of comments on YouTube
channels which triggered the initial idea of this research project. The fact that YouTube users used nostalgia to
buffer self-threats provided the first grounds that cinematic derivations had to cause some sort of psychological
discomfort in users. It was explained in the literature review chapter that prior studies had identified different
motivations for nostalgia. Prior studies have considered a wide variety of stimuli for nostalgia namely sensory,
such as music and scent (Barrett et al. 2010; Reid et al. 2015), psychological factors, such as loneliness and
mortality salience (Routledge & Juhl 2010; Zhou et al. 2008), and environmental stimuli, such as cold weather
(van Tilburg et al. 2018). Most of the research conducted to elaborate triggers and consequences of nostalgia is
experimental. These studies isolate different elements and study the effects of such isolated constructs on
nostalgia. Although this approach has significantly improved the body of knowledge about nostalgia, it does not
cover the whole picture. The reductionist nature of experimental studies focuses on the effects of specific
variables, but can sometimes misses a more holistic perspective on phenomena like nostalgia.

Unlike most of prior studies about nostalgia, this research project holds a more holistic approach towards this
construct and focuses on the person’s experience. As it has already been elaborated, self-discontinuity,
ontological insecurity, life story narrative flaw, memory contamination, autobiographical obsolescence, and selfidentity conflict can all motivate users to utilise nostalgia in order to refurbish their threatened sense of self.
Unlike what can be demonstrated in experimental studies, these constructs are not so easily isolated in real life
examples. Rejecting cinematic derivations can be motivated by any of these factors, as well as a combination of
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them. Taking only one theoretical perspective loses the nuances of meaning that adopting an interwoven
perspective allows.
The findings of this study show the complexity of nostalgia as a phenomenon, especially when it is related to
consumed items, so pervasively experienced among human kind. The complexity of nostalgia and the
interwoven triggers of it makes one wonder if experimental studies and the scales used in them can fully explain
this phenomenon. This study shows that in real life examples, such as consuming cinematic derivations,
different stimuli contribute to evoke nostalgia; stimuli which, unlike experimental conditions, cannot be easily
torn apart. Scholars in nostalgia studies are gradually moving towards applied rather than theoretical research;
theory application rather than just theory testing (Areni et al. 2021; Baltas & Giakoumaki 2021; Hu & Xu 2021).
This is a good sign since this study illustrates the propensity among individuals to consider a combination of
different theoretical reasons to utilise nostalgia and reject consumption items such as cinematic derivations.
Exploring such complexity is not possible through the reductionist approaches of experimental studies. The
qualitative nature of this research project enabled participants to elaborate their thoughts and preferences in their
own words.

6.5 Chapter summary
This chapter was dedicated to the discussion of results emerging from this research project. It was first
explained how three competing theoretical explanations, namely autobiographical obsolescence, memory
contamination, and self-identity conflict, can motivate viewers to reject the cinematic derivations of their
favourite films. Ameliorating factors, as the elements which can be used to increase the chance of acceptance in
cinematic derivations, were then explored. Then it was discussed how life story narrative could work as a
theoretical umbrella to accommodate all the three theories and explain rejecting cinematic derivations as a threat
to the coherence of viewers’ life story narrative. Finally, it was illustrated how quantitative experimental studies,
which account as the major proportion of studies conducted so far to examine nostalgia, cannot fully cover the
complexity of this construct. Despite the benefits of experimental studies, it was discussed how their
reductionist approach cannot always capture the interwoven nature of different triggers of nostalgia in real world
examples. While this chapter was dedicated to the discussion of findings of this study, the next chapter will
include contributions and limitations of this study, as well as managerial implications and future research
perspectives.
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Chapter 7
7 Conclusion
This study was designed to explore the reasons behind consumers’ rejection of cinematic derivations. The
introduction used literature and social media comments to explore how some viewers reacted negatively towards
new derivations of their favourite films, and presented the research aim and objectives. In the literature review,
six theories, namely self-continuity, ontological security, life story narrative, autobiographical obsolescence,
self-identity, and memory contamination, were employed to shape the theoretical framework to conduct this
research project. In addition, this chapter identified factors that might reduce the possibility of consumers
rejecting a cinematic derivation. In the research methodology chapter, it was elaborated how a qualitative
exploratory research design was chosen to explain the rejection of cinematic derivations through 19 interviews.
The textual data were then interpreted using NVivo™ to elaborate the motives behind the negative reaction of
viewers towards cinematic derivations. The findings were presented in two chapters. In the first of the findings’
chapters, Chapter 4, the theoretical explanations of rejecting cinematic derivations were presented where it was
discussed how narrative identity conflicts could motivate viewers to reject the new derivations of their favourite
films. Ameliorating factors, the elements that could increase the chance of acceptance in cinematic derivations,
were examined in Chapter 5, the second findings chapter. All findings were then discussed in Chapter 6 where it
was illustrated how compatible the findings were linked back to the literature. This final chapter is dedicated to
noting the contributions, managerial implementations, and limitations of this study. before proceeding to the
contribution section, research objectives need to be reminded.

7.1 Research question and objectives
This study was triggered when the researcher realised how some viewers have negative reactions to the
cinematic derivations of their favourite films on YouTube channel discussions. The overall research question
was set on understanding why some viewers reject the new derivations of their favourite films. The findings of
this study showed that rejecting cinematic derivation might disrupt the coherence of viewers’ life story
narrative. Viewers were motivated to reject the new derivations and so prevent such a disruption.

The study used four research objectives to achieve the research aim and provide answer to the research question.
The first objective was to determine why nostalgia might explain to defend original versions. The findings of
this study, supported by prior works in literature review chapter, illustrated that nostalgia is used to defy self-
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threats. Utilising nostalgia to defend original versions indicated that the new derivations were causing self-threat
for those viewers. The second research objective was related to the importance of nostalgic memories for
viewers. The findings of this study demonstrated that viewer’s memories of their favourite original films are
important. The rich textual data, gathered through interviews, showed that cinematic derivations might
contaminate such memories, which might not necessarily be nostalgic. The rejection of cinematic derivations
was the reaction of viewers to preserve their memories from contamination. The third research objective of this
study was to determine why some viewers feel stupid or old when they watched cinematic derivations of their
favourite movies. The findings of this study determined that feeling old was an indication of autobiographical
obsolescence. Feeling stupid illustrated that those viewers had had an identity connection with their favourite
original title. This might result in self-identity conflict once such an original title is reproduced as a cinematic
derivation. Both autobiographical obsolescence and self-identity conflict had roles in disrupting the coherence
of viewer’s life story narrative. While this section focused on the research question and objectives, contributions
of the study are elaborated in the next one.

7.2 Contributions
The findings of this study show that negative reaction towards cinematic derivations can stem from disruptions
in viewers’ life story narratives. Individuals need to have a coherent life story narrative to maintain their
psychological wellbeing. Autobiographical obsolescence refers to the previous chapters of life disconnecting
from the present and future ones. Self-identity conflict diminishes the self who is the protagonist and narrator of
their life story narrative, whereas memory contamination makes it hard for individuals to enjoy the previous
chapters of their lives. Self-continuity and ontological security are also jeopardised when individuals experience
autobiographical obsolescence, self-identity conflict, or memory contamination. When the coherence of life
story narrative is endangered, it can result in self-threat. The source of the self-threat needs to be rejected so that
the threatened self can be restored. Cinematic derivations might work as the trigger of such a self-threat. Hence,
these new derivations, as the sources of the self-threat, need to be rejected so that viewer’s sense of self remains
intact.

The findings of this study illustrate that the notion of re-watching favourite movies can be an indication that
viewers recognise their memory of such films as assets. Previous research has identified consumption memories
as assets that consumers can use as a post consumption utility (Zauberman et al. 2009). When a movie is rewatched, viewers are less likely to achieve experiential or hedonic benefits as they have already seen the film.
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The main benefit that viewers can achieve from re-watching their favourite film is that they can assure their
consumption memories of the initial watching experience are intact and they can rely on such memories and
utilise them as assets in future. When the memories of favourite films are considered as assets, viewers tend to
react negatively to the attempts that might contaminate such memories.
This study also provides an insight through what can be done to increase the chance of acceptance in cinematic
derivations. Named as ameliorating factors, elements such as the perceived quality of the new derivation, the
continuity among different derivations, the separation of the cinematic derivation from the original, and homage
can be utilised to motivate viewers to accept the cinematic derivations of their favourite movies. If cinematic
derivations are perceived to have high quality, it can be interpreted as a respectful gesture to the original title
and also to the viewers who have loved it. Hence, it can result in more positive reactions to the new derivations.
Employing appropriate creative personnel and using CGI can contribute to the notion of perceived quality in
cinematic derivations. Although the quality of movies has already been recognised as a success factor (Garciadel-Barrio & Zarco 2017; Nelson & Glotfelty 2012), the impact of the quality of cinematic derivations in
mitigating the self-threat for those viewers who have loved the original title has not been explored before. The
continuity and separation between different derivations might appear to be incompatible. However, in order for
a cinematic derivation to have a better chance of acceptance, it needs to be connected enough to the original title
so that it can utilise the connection that viewers have with the original movie. It also needs to be separate
enough from the original source so that the legitimacy of the new version as well as its enjoyment as a separate
new film remain intact. Although prior studies have partially denoted the importance of the connection between
cinematic derivations and their original title (Bohnenkamp et al. 2015), the balance between the continuity and
separation is recognised for the first time in this study. Homage is the last ameliorating factor which paves the
way for the acceptance of cinematic derivations through showing respect to the original title.
This study also shows that a multi-dimensional construct such as nostalgia cannot be fully understood through
reductionist quantitative approaches. Most of the studies conducted about nostalgia so far use quantitative and
reductionist approaches in which one dimension is isolated and tested to see if it impacts, or is impacted by,
nostalgia. However, in situations such as the one in which this study was conducted, nostalgia can have multiple
triggers and it might not be easy to divide such triggers from one another. While previous studies recognise that
self-discontinuity (Sedikides, Wildschut, Routledge & Arndt 2015), ontological insecurity (Areni et al. 2021),
life story narrative flaw (Westerhof & Bohlmeijer 2014), memory contamination (van Tilburg et al. 2013),
autobiographical obsolescence (Areni 2020), and self-identity threat (Sedikides & Wildschut 2018) can each be
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a trigger for nostalgia in experimental isolated samples, this study shows that nostalgia can be motivated by a
combination of these elements. Hence, researchers should do more applied research using different methods.
This study contributes to the body of knowledge in different ways. The findings of this study illustrate that
rejecting cinematic derivations is the result of narrative identity conflict that these new derivations can create for
viewers who have loved the original titles. Another contribution of this study is that it shows how viewers
recognise the memories of their favourite films as assets and the re-watching of such movies is an indication of
the fact that the original is a part of viewer’s strategic memories. Ameliorating factors are another contribution
of this study as they can be utilised to increase the chance of acceptance in cinematic derivations. The last
contribution is the recognition of nostalgia as a multi-faceted construct which cannot be properly explained with
reductionist studies. While contributions of this study were elaborated in this section, the next one is dedicated
to the managerial recommendations.

7.3 Managerial implications
The findings of this study can have certain implications for the movie industry. These implications are
categorised according to different type of cinematic derivations and different types of ameliorating factors.
Since the success of cinematic derivations is one of the important goals of movie enterprises, they need to be
able to mitigate the self-threat that these derivatives can cause for those consumers who have loved the original
title. Hence, ameliorating factors can help them achieve their goal. Table 7 depicts how different ameliorating
factors can increase the chance of acceptance across different types of cinematic derivations. The ameliorating
factors suggested for any type of the cinematic derivations are chosen according to the source of self-threat in
that specific cinematic derivation. It has already been explained in Table 7 in Chapter 5 how different
ameliorating factors can be used to mitigate self-threat resulted from autobiographical obsolescence, selfidentity conflict, and memory contamination. It is also depicted in Table 6 in Chapter 4 how different types of
cinematic derivation are more likely to cause autobiographical obsolescence, self-identity conflict, and memory
contamination. The information on Tables 6 and 7 are used to develop the suggestions that are illustrated in
Table 8 below which is also developed by the author of this thesis.

Table 8: Managerial recommendations to enhance the chance of acceptance in cinematic derivations
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Type of
cinematic
derivation

Adaptation

Remake

The quality of
cinematic
derivation

High quality creative
personnel.
Using CGI, if
necessary, to
properly illustrate the
source content.
Example: The Lord
of the Rings

High quality creative
personnel including
some of the original
title personnel if
possible.
CGI usage to justify
the necessity of the
remake.
Example: King Kong

Ameliorating factors
Separating
Maintaining
Cinematic
continuity among
derivations from
derivations
the Original
Fidelity to the
original storyline and
preserving the
important details of
the book without
Emphasis on the fact
which the continuity
that the adapted
between derivations
movie does not
is shattered.
contain all of the
Example: Poirot’s
book content.
moustache in
Kenneth Branagh’s
Murder in the Orient
Express
Fidelity to the
storyline, especially
when CGI
Not as significant as
significantly
it is in adaptations.
improves the
Using different
imagery.
actors for the main
Example: Live action
roles.
Lion King.
Slight changes in the
Keeping the main
storyline.
storyline while
Example: After the
adding extra plots to
Wedding
update the original
plot.
Example: Italian Job

Sequel

Adding high quality
creative personnel.
Keeping the main
creative personnel of
the original title.
Using CGI where
necessary.
Example: Mary
Poppins Returns

Keeping the main
actors, characters,
and storylines while
adding good quality
creative personnel
and interesting side
plots.
Example: Terminator
2: Judgment Day

Not a significant
factor as it is for
remakes since
sequels are regarded
as separate but
related to the original
title. The continuity
of storylines also
contributes to the
notion of connection
between a sequel and
its original title.

Prequel

Adding high quality
creative personnel.
Keeping the main
creative personnel of
the original title.
Using CGI where
necessary.
Example: The
Hobbit: An
Unexpected Journey

Keeping the main
actors, characters,
and storylines while
adding good quality
creative personnel
and interesting side
plots.
Example: Indiana
Jones and the Temple
of Doom

Not a significant
factor as it is for
remakes since
prequels are regarded
as separate but
related to the original
title. The continuity
of storylines also
contributes to the
notion of connection
between a prequel
and its original title.
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Homage

Not significantly
effective

Using an actor from
the original film. It
can even contribute
to the sense of
continuity among
different derivations.
Example: Sir
Laurence Olivier in
Cape Fear

Not a significant
factor unless there is
a significant
temporal distance
between the two
versions. Using
elements from the
original film such as
actors, even if they
do not play the roles
they had in the
original.
Example: Dick Van
Dyke in Mary
Poppins Returns
Not a significant
factor unless there is
a significant
temporal distance
between the two
versions. Using
elements from the
original film can be
useful.

Type of
cinematic
derivation

Spinoff

Reboot

Franchise

The quality of
cinematic
derivation
Adding high quality
creative personnel.
Keeping the relevant
creative personnel of
the original title such
as the actors of those
side characters which
are going to become
the main characters
in the spinoff.
Using CGI where
necessary.
Example: Fear the
Walking Dead
High quality creative
personnel.
Using CGI, if
necessary, to
properly illustrate the
source content. Since
the reboot is
indirectly competing
with the original title,
it is very important
for the new
derivation to have a
better quality than
the original.
Example: Casino
Royale

Adding high quality
creative personnel.
Keeping the main
creative personnel of
the original title.
Using CGI where
necessary.
Example: Star Wars

Ameliorating factors
Separating
Maintaining
Cinematic
continuity among
derivations from
derivations
the Original

Homage

Keeping the
necessary actors,
characters, and
storylines while
adding good quality
creative personnel
and interesting side
plots.
Example: Better Call
Saul

Separation between
spinoffs and their
original title is
recognised

Bringing some of the
main characters of
the original as side
characters of the
spinoff can be useful.

While characters’
names might remain
similar to the
original, characters,
plotlines, and
backstories are
different.

Reboots, despite
having the same
name, want to
become separate
from the original
title. Hence, there
will be attempts to
show this separation
in the reboot.

Since separation is
very important in
reboots, homage is
not that important
and might even have
negative effect.

Not as significant as
it is for remakes
since all episodes of
a franchise take place
in a certain universe
which makes all the
films connected with
and yet separated
from one another.

Not a significant
factor unless there is
a significant
temporal distance
between the two
versions. Using
elements from the
original film such as
actors, even if they
do not play the roles
they had in the
original.
Example: bringing
back the original cast
in later episodes of
Star Trek

Keeping the main
actors, characters,
and storylines while
adding good quality
creative personnel
and interesting side
plots. The sense of
continuity can be
enhanced with small
elements such as a
sound track.
Example: using
“extreme ways” as
the sound track in all
derivations of The
Bourne Identity
franchise

Apart from the issues mentioned in the table above, the knowledge that younger generations are generally more
attracted to new derivations can be utilised in two ways. First, from the movie industry perspective, the fact that
younger generations would prefer the cinematic derivations over original movies is not necessarily bad. Movie
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production companies can use it as a segmentation factor to craft their films so that the relevant segment is
targeted properly. They might decide to target new generations as their main target market. Since such segments
do not have identity connections with or valuable memories from the original titles, they are less likely to react
negatively towards the cinematic derivations. This is what appears to happen in some films. For example, in the
upcoming feature film Death on the Nile (Branagh, 2022), the stars and music tracks are chosen in a way that
younger audience is more likely to be attracted to them. However, no trace of the original movie, Death on the
Nile (Guillermin, 1978), is used to attract the older viewers who have watched and loved the original title. This
is the deduction of the researcher after watching the trailer of the remake and no such a strategy is clearly
indicated by movie enterprises. Second, even if new derivations are not that appealing for older viewers, some
of them are still eager to sit down and watch them along with the other members of their family. They might
purposefully undermine the fact that the movie is not that interesting to them because they do not want such a
thing to create a generational gap between them and their younger loved ones. Between rejecting the cinematic
derivation and not facing the generational gap, and accepting the cinematic derivation and enjoying it, they
might find a third way. They might sit down and watch the cinematic derivation, not to enjoy the movie, but to
enjoy the company of their loved ones and also to be able to talk about their favourite movies with them. This
can be an interesting point for marketers as it shows how older consumers might be willing to compromise in
order to keep emotional ties with younger loved ones, which are shaped or enhanced through movies.
The other managerial implication of this thesis is the insight to the consumption of movies. Consumption of
movies is different from other types of consumption. It was noted in the introduction chapter that movies can be
regarded as brands and cinematic derivations can be considered as brand extensions. However, this study shows
that this might not be true for all movies and all viewers. The connection between a brand and its extension,
which is regarded to be a positive issue in brand extension, might not work for movies (Sood & Drèze 2006).
Furthermore, the reconsumption of movies, depicted through watching cinematic derivations of movies, can be
related to reflexive and relational aspects of volitional reconsumption which both encompass a significant level
of meaning for viewers. Hence, marketers should be mindful of such a meaning that makes cinematic
derivations more than just a product for those viewers who have watched and loved the original versions. While
this section was about managerial recommendations of this thesis, limitations of the thesis are elaborated in the
next section.

7.4 Limitations and further research suggestions
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Like any other research project, this study has certain limitations. The first limitation of this study is related to
the chosen data collection method. Interviews, which were used as the data collection method in this study,
helped the researcher to dig deep into the research topic and explore the psychological reasons behind the
rejection of cinematic derivations. Since this study was aimed to discuss a research question about which there
was not much theoretical explanations, interviews were the viable data collection method as they provided a
basis in which rich data could be achieved from participants. The semi-structured interviews also enabled the
participants to provide the rich data necessary to conduct such an exploratory research. However, all the
participants had to be chosen from those who were living in Australia at that time. Further research can be done
in other geographical areas to see if the residence of viewers can have an impact on their reactions towards
cinematic derivations. Although the researcher did his best to avoid biased choices of participants, the nature of
this data collection method is prone to such a bias. Since the interviewees knew the researcher before hands,
there is this limitation that they might have said certain things to satisfy him.

Another limitation of this study is related to the nature of the data collection method used in this study.
Interviews, which requires a face-to-face interaction between interviewers and interviewees, may have
prevented the participants from openly talking about some of the issues that they have with cinematic
derivations of their favourite films. For example, participants referred to autobiographical obsolescence the
least, in comparison with the other two theories, when they were explaining why they did not like cinematic
derivations. However, viewers are more willing to note autobiographical obsolescence as the reason for their
dissatisfaction with cinematic derivations on YouTube channels where there is no such a face-to-face
interaction. This was another inevitable aspect of this study as interviews, despite this drawback, provided the
necessary rich data that the researcher needed. However, other sources of data, such as YouTube comments, can
be utilised in further research studies to further elaborate the role of the three theories in rejecting cinematic
derivations.
The other limitation of this study is the fact that some of the participants had languages other than English as
their mother language. Although they all communicated in English quite well in the interviews, they might have
articulated more clearly if they had done the interviews in their mother language. Since non-English language
individuals usually use a limited number, and variety, of words in their verbal communication, conducting the
interviews in their mother language could have enabled them to use different, maybe more insightful, words to
make their points. However, this was an inevitable aspect of this research project as the researcher intentionally
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used participants from different cultural backgrounds to see if rejecting cinematic derivations occurs across
different cultures. Although participants came from different cultural backgrounds, it was not explored in this
study whether participants’ culture had any role in the rejection of cinematic derivation. The role of culture in
rejecting cinematic derivations can be a good topic for further studies.
Future studies could also explore the idea that volitional reconsumption of past experiences, in addition to being
linked to nostalgia, might also be linked to the fear that the happy times of the past might not be experienced in
the future. Furthermore, it is possible that opposite effects of nostalgia exist. Failed to restore ontological
security and self-continuity, the yearning for the past might exacerbate such negative consequences.

7.5 Thesis conclusion
This chapter covered the contributions, managerial recommendations, limitations and further research
suggestions stemming from this study. Four contributions were recognised for this research project. First,
rejecting cinematic derivations could be explained through the lens of narrative identity as the new derivations
might jeopardise the coherence of a viewer’s life story narrative. Second, re-watching favourite films could be
an indication that viewers can consider their memories of the experience of watching the original movie as
assets. Third, ameliorating factors, namely the perceived quality of cinematic derivations, maintaining
continuity among derivations, separating new derivations from their original titles, and homage, could enhance
the chance of acceptance in cinematic derivations. Four, nostalgia cannot be fully explored with quantitative
reductionist experimental studies. Rather, empirical studies should be used to cover different aspects of this
multi-faceted construct. A detailed table was created to show how, according to the type of cinematic
derivations they want to produce, movie enterprises can utilise any of the ameliorating factors to increase the
chance of acceptance for their movie products. At the end of the chapter, it was explained how the nature of the
chosen research design and data collection method could limit the findings of this study and how future studies
could overcome such limitations.
“Bilbo once told me his part in this tale would end... that each of us must come and go in the telling.” This is
one of the last dialogues in The Lord of the Rings: The Return of the King (Jackson, 2003). While the line is
referring to the notion of life and how each person has their own life story to tell, and their own role to play, it
can also be expanded to other concepts including research. This study was one of the first that focused on the
reasons behind the rejection of cinematic derivations. Although its contributions provide a holistic view over
this phenomenon, there are still different aspects that can be further explored. The part of this study in
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elaborating why cinematic derivations are rejected is now over, but other scholars “must come and go in telling”
and elaborate the unexplored aspects of this phenomenon.
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9 Appendices
Interview Guide
The following list tries to indicate those interview questions that the researcher is likely to
use in order to conduct his research. Each participant will have two interviews. Despite
having these questions, the researcher will let the information provided by participants lead
interviews in order to go deep into the research objectives. Hence, not all of these question
will necessarily be used in all of interviews, and other questions might arise as a result of
specific interviews. The following questions are suggested for the first interviews with
participants.


What do you remember from the occasion that you watched this movie?



Did you watch it alone? If no, who did you watch it with?



In cases where you watched it with others, did you talk about it with them and what was
their opinion of the movie?



What made you like/remember about this movie?



How are you personally attached to this movie? What did it mean to you then?



When you think about the movie, how much do you remember about yourself at the time
when you watched it?



Does watching the movie make you think about how fast time goes on?



What did the movie mean to you when you watched it for the first time?



What does the movie mean to you now?



How do you think the movie helped you become who you are now?



How different would you have been if you hadn’t watched the movie?

The following questions are suggested for the second interview.


How do you feel about the remake?



How do you feel about the original version now that you have watched the remake?



What were the things that you liked, or didn’t like, about the remake?



If you were able to do the remake, what parts of the available remake would you change?
What parts would you keep? Why?



Are you associated with the remake just the way you were associated with the original
version? If yes, how? If no, why?



There are some people who have enjoyed this remake. What do you think about that?
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Ethics Approval Document
UOW Application for HREC Approval
You may complete this form OR submit a research protocol.
1.
Study Title – include lay title and acronym if appropriate
Homage as a psychological means of mitigating ego threats
2.
Aims (broad)
There is an increasing popularity among movie studios to produce remakes of old classic films.
Although this might appear to be a safe investment, remakes are not accepted by all consumers. It
is observed that there is an indication of ego threats associated with the recollection of the past
consumption experience of watching original movie. However, there have been some examples
that remakes didn’t cause such ego threats by paying homage to original movies and consumers’
past memories. This study tries to find out the theoretical reasons behind rejecting remakes and
explore whether paying homage to consumers’ memories can mitigate such ego threats.

3.

Research objectives (specific goals)

We want to explore if watching old movies, the ones that participants have watched during their
early stages of their lives, can bring ego threats for participants. We also would like to see if
bringing some parts of the original movies into the remakes can mitigate such ego threats.
4.
Testable hypothesis (if appropriate)

5.

Investigators

Investigator Name
Contact Details

Charles Areni

(+61) 2 4221 5779
careni@uow.edu.au
Role
Chief Investigator (Note, for student research the principal supervisor should be the Chief
Investigator)
Responsibilities & tasks in this research project
Supervision of the whole study
Relevant Qualifications B.Sci university of Florida, PhD University of Florida
Experience relevant to this project qualitative and quantitative research methods, experiment
design, textual data analysis, consumer behaviour research,
Expertise relevant to this project qualitative and quantitative research methods, experiment
design, textual data analysis, consumer behaviour research,

Investigator Name
Nina Reynolds
Contact Details 41 (0)2 4221 3783
ninar@uow.edu.au
Role
Co-investigator
Responsibilities & tasks in this research project
Supervision of the whole study
Relevant Qualifications BSc (Hons), MPhil, PhD, Member of the UK Chartered Institute of
Marketing
Experience relevant to this project Questionnaire design, experiment research methods, survey
research methods, consumer behaviour research, data collection and data management, data
analysis, author.
Expertise relevant to this project Questionnaire design, experiment research methods, survey
research methods, consumer behaviour research, data collection and data management, data
analysis, author.
Investigator Name
Mohammad Momeni
Contact Details
Smhm692@uowmail.edu.au
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Role
Co-investigator
Responsibilities & tasks in this research project
Conducting the interviews and experiments
Relevant Qualifications Master of Business Administration (Marketing), BSc
Experience relevant to this project The relevant experiences will be drawn from completed
research method subjects (e.g., COMM981, and MBA Research Methodology) as well as
mentoring from the supervisors listed above.
Expertise relevant to this project
Copy and paste additional copies of the table as needed.
Sites
6.

Where will the research take place?

Site Name
Type of site
Activity Lead investigator for site
University of Wollongong main campus
University
Interviews and experiments
Mohammad Momeni supervised by Professor Areni

Methods
7.
Do your research methods involve: (multiple selection allowed)
1
Anonymous questionnaires/surveys (ie paper or online)
0
Coded (potentially identifiable) questionnaires/surveys
0
Identifiable questionnaires/surveys
1
Individual interviews
0
Group interviews or focus groups
0
Telephone/skype interviews
0
Social media participation/observation
0
Examination of student work, journals
0
Examination of medical, educational, personnel or other confidential records
0
Use of data or records from which individuals can be identified without their consent
0
Use of data from an existing data set established with consent of data subjects
0
Audio or visual recording with consent
0
Audio or visual recording without consent
0
Overt observation of participants
0
Covert observation of participants
8.
Will there be any procedures, measurements and/or interventions involving the human
body? Please select the procedures: (multiple selection allowed)
0
Procedures involving physical experiments (e.g. exercise, wearing of pedometers, reacting
to computer images)
0
Body Mass Index (BMI) measurements
0
Procedures involving administration of substances (e.g. drugs, alcohol, food)
0
Physical examination of participants (e.g. blood glucose, blood pressure and temperature
monitoring)
0
Collection or use of body tissues or fluid samples
0
Surgical procedures
0
Administration of ionising radiation

9.
Provide a detailed description of the proposed research, clearly outlining what you want
participants to do, with a justification for the design. The justification should reference relevant
literature and demonstrate:
a)
How the research will advance knowledge in the field
b)
That the methodology is able to achieve the stated aims
c)
The basis (e.g. power calculation) for determining the sample size; and
d)
That the likely benefit of the research justifies any risks or burdens for participants.
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Please write in terms that can be understood by a non-expert reader. A flow chart or other diagram
illustrating the sequence of research activities would enable the reader to visualise what the
participant will experience.
This form is submitted under the Ethics Reference number of 2019/244.
There is an ongoing debate on YouTube about whether classic movies are better than their
remakes. While some social media users usually claim that original movies are more genuine,
artistic, and valuable than their remakes, some other users reject such an idea arguing that remakes
are better movies, comparing to their original versions, mainly because of their more advanced
technologies. Such a judgment might result in rejecting remakes. Considering the popularity of
movie remakes among film studios (Gunter, 2018), such a rejection can have negative financial
consequences for movie producers. This study aims at finding the possible factors causing this
phenomenon and suggests a way to mitigate the chance of this phenomenon to occur.
Different theoretical justifications can be suggested for this phenomenon. Although theoretical
perspectives used to explain this phenomenon are varied, they all have some certain elements in
common. They all consider the differences between original movies and their remakes as well as
ego threats that are associated with these differences. Although such differences are necessary to
differentiate remakes as products (Bohenkamp et al. 2015), from their original versions, they might
negatively affect consumers’ memories of original movies.
Considering watching movies as a form of consumption, prior studies show that people treat their
memories of their previous experiences as assets to be protected when they make decisions about
experiences to consume over time (Zauberman et al. 2009). Differences between original movies
and their remakes might threaten the authenticity of consumers’ memories of original versions.
Thus, in order to protect their memories, one might watch the remake of an original movie and
reject it. In a worse scenario, consumers might not even want to watch the remake in order not to
take the risk of losing these assets. Such a rejection is more about protecting memories of old
versions of movies, that consumers have been associated with, rather than not finding valuable
content in new versions.
Nostalgia can be another factor causing this phenomenon. As it is already noted, there are some
differences between original movies and their remakes. Such difference might contaminate
consumers’ memories of original movies and cause ego threats in consumers. In order to protect
consumers’ self against such an ego threat, nostalgia might be evoked to work as a self-protective
mechanism (Routledge et al. 2011; Wildschut et al. 2006). Such nostalgic sentiments can lead to
the conclusion that the original version is a better movie than the remake.
Nostalgia for the old version of a movie is part of a bigger psychological phenomenon which is
ontological security. Ontological security is the need of a person to have “a sense of his presence in
the world as a real, alive, whole, and in a temporal sense, a continuous person” (Laing, 1965, p.
39). In the absence of ontological security, “Time may be comprehended as a series of discrete
moments, each of which severs prior experiences from subsequent ones in such a way that no
continuous ‘narrative’ can be sustained” (Giddens, 1991, p. 53). If a person has internalized and
been associated with a movie, alterations of the remake of that movie might jeopardize the
cohesion of their life story narrative and, hence, threaten their ontological security. In this case,
rejecting the remake works as a way to ensure their ontological security.
The phenomenon of rejecting remakes can also be explored through the concept of consumers’
identity and its relationship with consumption. The role of consumption in identity formation is not
a new issue (Warde, 1994; Wheaton, 2004), and neither is the effect of movie consumption in
consumers’ identity construction (Davis & Dickinson, 2004; Labanyi, 2005). Moreover, nostalgia,
which can be associated with original versions of remakes, has been identifies as a useful element
in creating identity narratives (Brown & Humphreys, 2002). Hence, remakes might be rejected
because consumers have used memories associated with original versions, whether memories are
nostalgic or otherwise, in order to form their identities. Accepting remakes might make consumers
doubt the identities that they have formed through using original versions of those remakes. By
rejecting remakes, consumers can reaffirm that what they have taken from original movies, which
they can relate to as a part of their identity, is still valid.
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No matter the reason for rejecting remakes is to protect memories as assets, deflect ego threats, or
reaffirm previous identities, such rejecting has had negative consequences for movie studios.
However, there have been some examples that remakes were not rejected through paying homage
to the original movie and consumers’ past memories. An example of how homage might be paid
can be found with the character of Peter Shepherd, who is a young child in Jumanji (Joe Johnston,
1995), and is also present in the remake Jumanji: Welcome to the Jungle (Jake Kasdan, 2017) as a
young man. By bringing such a memento from the original movie to the remake, producers have
shown homage to the original movie that most of the remake audience have fond memories of, and
as such tried to show respect for consumers’ past.
There is usually a significant time difference between an original movie and its remake (Verevis,
1998). Thus, consumers have probably seen an original movie and its remake at two different
stages of their lives. Although it is possible for consumers to have seen an original movie at any
stage of their lives, memories of specific stages of life are more likely to be used to justify rejecting
remakes. Memories of emerging adulthood, which accounts for 18-25 years of age (Arnett, 2014),
are more likely to be related to nostalgic reveries (Holbrook & Schindler, 1996) whereas memories
used in identity formation usually come from critical life stages, in which people experience
discontinuity in life story narrative such as retirement age or becoming a parent. Thus, consumers
are more likely to reject a remake if they have watched the original version during one of their
critical stages of life in which they were supposed to change as individuals.
This study employs a mixed method research approach in order to meet the research objectives.
According to Creswell (2017), the “mixed” aspect of mixed method approach may occur at
different stages of research such as data gathering, data analysis, and etc. The “mixed” aspect of
this research occurs at the data gathering stage. Although in-depth interviews, as a qualitative
research approach, account for the main part of the study, the nostalgia proneness index (Holbrook,
1993) will also be used to collect quantitative data concerning interviewee’s nostalgic traits.
In-depth interviews are suggested as useful when researchers want to dig deep into participants’
perspectives about certain issues and ideas (Granot et al., 2012). The “deep” information that
researchers seek to gain in such interviews cannot be reached in other types of data gathering
methods including surveys, focus groups, and informal interviews (Johnson, 2002). Ontological
security and issues related to that, which are the main focus of this study, are deeply rooted
psychologically (Kinnvall & Linden, 2010). Hence, in-depth interviews are useful to explore this
deep concept. In-depth interviews have already been used in studying other personal matters such
as self, identity, values and decisions, lived experiences, occupational ideologies, cultural
knowledge, and perspective (Johnson, 2002).
Although in-depth interviews are quite insightful in qualitative studies, the close social and
interpersonal interactions between interviewers and interviewees in this method might be
problematic (Allmark et al., 2009: Johnson, 2002). Besides, the nature of issues such as ontological
security, salience of death, or self-perceived failures might make participants uncomfortable.
Hence, the researcher will approach these issues with ultimate cautiousness.
Participants of this study will be chosen from usual movie goers. These participants are more likely
to have been associated with movies. The close connection between such participants and movies
can make participants relate to movies and use them in their identity formation and nostalgic
reveries as well as persuade them to treat their memories of movies as assets. Gender, age, and
occupation will not be used as recruiting elements for this study. Rather, a list of 10 movies will be
provided for individuals who show interest in participating in this study and only those will be
accepted who have watched at least three of these movies. This movie list will include movies
produced in 1975-1995 which have all been remade later. Participants should have watched only
the original versions and not the remakes or there should be at least one movie that they have
watched only the original version and not its remake.
Participants are asked to make a 30-60 second trailer of for one of the movies mentioned in the list
that they have watched. In case they are not capable of making a trailer, they will be asked to make
a 3-5-page collage for the chosen movie. Participants can use applications such as Vine and iMovie
in order to make the trailers. They can use papers to do the collage or digitally create it using apps
such as Pic Collage and Photo Grid. Making collages has already been used in order to explore

232

ontological security (Lindgren & Wahlin, 2001). Participants need to bring the trailer or collage for
their first interview.
The study includes two in-depth interviews with each participant. In the first interview, the
researcher will ask questions about participants’ memories of their chosen movie/movies and how
they are associated with these memories. The experiment task, whether the trailer or the collage,
will be discussed in the first interview. Participants will be asked to watch to watch the remake of
the movie they have made a trailer, or collage, for before coming in for the second interview. Both
interviews will have three stages of creating rapport, main interview with tasks, and study
debriefing. Although the main interview part is different from the first interview to the second,
creating rapport and study briefing stages will be very much similar in both interviews. The first
interview will be conducted as explained below.
Stage 1: Create a rapport with participants. The researcher will try to break the ice of conversation
by introducing himself and the core idea of the study as well as conducting a casual conversation
with participants. The participant information sheet, attachment 1, and the written consent form,
attachment 2, will be given to participants at this stage of the study. Creating a rapport is of utmost
importance as participants need to feel comfortable enough to talk about their ontological security
issues.
Stage 2: Main interview. At the beginning of this stage, nostalgia proneness index (Holbrook &
Schindler 1991) is given to participants. The reason for collecting such data is that the researcher
wants to explore if the individual psychological differences among participants have any impact on
their reaction to movie remakes. Nostalgia proneness index is provided in attachment 4 of this
application.
The researcher will continue the interview by asking questions about participants’ experience of
watching the movies, what the movies meant to participants when they watched them for the first
time, and what they mean to them now that they are talking about it. Here, the researcher will be
trying to find out those elements of the movies that participants have been associated with.
Indicative interview questions to explore these issues can be found in attachment3 of this
application.
The researcher will then show trailers of participants’ chosen movies and ask them about what
aspects of those trailers are memorable for them. The trailers will be accessed on YouTube but the
researcher will not let participants read comments provided for those trailers on YouTube. The last
part of stage 2 is dedicated to trailers that participants are asked to make. The researcher will watch
them with participants and try to see if the issues that participants have already talked about,
regarding movies and how they are associated with them, are demonstrated in trailers as well.
Stage 3: Debrief stage. First, participants’ demographic information will be collected. The
researcher will debrief participants about the objectives of this study and how the data provided by
participants can be helpful in understanding consumer behaviour more effectively. The researcher
will remind participants that they are expected to watch the remake of their chosen movies before
coming in for the second interview. Then, the researcher will thank participants again for their
contribution and hand them the incentives.
The second interview will be conducted as explained below.
Stage 1: Creating rapport. Since the researcher and participants have become acquaintances during
the first interviews, this stage might take shorter than stage 1 of the first interview. The researcher
will break the ice of conversation and prepare participants for the main part of the interview.
Stage 2: Main interview. This stage will be dedicated to a deep conversation about the remake that
participants have been asked to watch and the differences between this movie and
its original version. The researcher will ask questions about how participants felt when they
watched the remake, how they feel about the differences between these two movies, and how they
feel about the original movie after watching the remake. Participants will also be asked about how
they are associated to the original movie now that they have watched its remake. Some indicative
interview questions can be found in attachment3 of this application.
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Stage 3: Debriefing. Just like the first interview, the researcher will explain the core idea and
objectives of this study once the interview is over. He will thank them at the end and hand the
incentive.
Lastly, it needs to be noted that, although movies are suggested as the main stimulus of this study,
the stimulus might vary. Old television programs, trailers, video games, and advertisements might
be used as stimulus instead of old movies.

Benefits, Risks & Burdens
10.
What are the expected benefits of the study to the participants and/or the wider
community?
This study can bring some psychological benefits for both participants and the wider community.
Humans have always craved to find a meaning for their lives. They have used memories to shape a
coherent life story narrative to assure their life has been meaningful. This tendency increases as
people age. Considering world’s aging population, maintaining a meaningful life is of utmost
importance at both individual and communal levels. This study can help participants to have a
better understanding of their lived experiences and memories associated with those experiences.
Many new products in entertainment industry are driven from original versions. Movies are among
those products and are consumed widely all around the world. Findings of this study can help
movie producers to make remakes appealing for people who both have and have not watched their
original versions. Considering the size of this industry and the number of people linked to it
directly and indirectly, successful remakes can benefit the community through more job
opportunities and empowering small businesses related to the entertainment industry.
11.
What are the expected burdens on participants in terms of time required or any
inconvenience?
The researcher acknowledges that exploring ontological security might be uncomfortable for
participants, and will be alert to any discomfort participants express. The researcher will pause
interviews at any point if participants appear uncomfortable and ask the participant if they wish to
continue. Participants will be reminded that, as they have been informed in the consent form, they
can stop the interview if they find discussions unpleasant.
The researcher will also try to keep the interviews as short as possible. However, they are expected
to last approximately 1 hour. Participants will be informed that they can stop or walk out of the
interview if it is too long or inconvenient for them.
12.
Does the project involve the risk of emotional distress, social or financial harm, physical
harm, or the use of invasive procedures (e.g. blood sampling)? Consideration should also be given
to how any risks for researchers will be managed.
Yes 0 No1
If Yes:
a)
What are the risks?

b)
Explain how the risks of harm or distress will be minimised and managed. In the case of
risks of emotional distress, what provisions have been made for an exit interview or the support of
participants (e.g. appropriate counselling) if needed?

13.

Is information about criminal activity likely to be revealed during the study?

Yes 0 No1
If Yes:
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a)
Have you included a caution regarding any relevant mandatory reporting requirements in
the Participant Information Sheet? Please refer to Participant Information Sheet templates for
standard cautions.
14.
Ethical considerations may exist relating to participants’ perceptions, beliefs, customs
and/or cultural heritage. Are there considerations of this kind specific to this research? If so, please
specify and explain how the research design has addressed them.
No

Recruitment
15.
What is the rationale for selecting the participants for your study? Specify any inclusion
and exclusion criteria.
Participants of this study will be chosen from those who have watched certain movies at their
critical stages of their lives, such as emerging adulthood or becoming a parent. The researcher
expects such people to be more associated with the movies they have watched. Memories of such
people are more likely to be used to form identities or be treated as assets. The association between
participants and the movies they have watched is the important notion here, as consumers are
expected to react negatively to alterations they see in a remake when they have been associated
with the original version of those remakes. Although participants can be at any age, most of them
are expected to be 40-55 years old in that they need to be old enough to have seen the original
movie at one of their critical stages of their lives.
16.
Where will potential participants be approached and informed about the project? If there
is more than one stage to the approach and provision of information, please provide details for each
step, including at what point the full information about the project will be provided.
Two advertisements, as can be found in attachment 5 of this application, will be posted in the
UOW movie theatre, building 11, and Wollongong movie theatre. The ad asks interested
individuals to participate in a study about movie consumption. These two places have been chosen
because it is more likely to find the association between a person and a movie in those who are
more into movies than ordinary people.
In case the ad does not work efficiently or there is any issue preventing the ad from being posted,
the researcher will approach people personally to recruit suitable participants. The stages of this
recruitment method are explained here.
Step1: The researcher will approach potential participants, introduce himself, and identify that he is
seeking participants for a study about movie consumption behaviour. Interested individuals will be
given a copy of the PIS and the researcher will initiate a verbal discussion of the written
information. Where further interest is indicated, the researcher will move to step 2 (below). Where
an individual does not indicate interest, the researcher will thank the individual for their time and
move on.
Step 2: The researcher will show potential participants the list movies (details of this list are
explained in prior sections of this application). Where individuals have the necessary requirements,
the researcher will discuss and arrange a suitable time for conducting the interview. Individuals
who do not wish to commit at this point will be invited to email the researcher at their convenience.

17.
What form will this approach take? Multi-selection from
1 Advertisement (fliers, posters or newspaper advertisements)
1 Direct approach (e.g. to people on the street)
0 Mail-out to potential participants
0 Online recruitment
0 Third party/agency recruitment
0 Snowballing
0 Other
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18.
Please explain how the approach will be made in detail and include copies of any letters,
emails, advertisements, participant information sheets or other recruitment information. Scripts
should be provided for verbal processes.

Consent
19.
Will consent for participation be obtained from participants or their legal guardians?
Yes 1 No0

If Yes:
a)
Is it anticipated that all participants will have the capacity to consent to their participation
in the research? If not, please explain why not (e.g. children, cognitive impairment) and who will
be providing consent.
Yes

20.
How will consent for participation be obtained from participants or their legal guardians?
Multi selection from:
1 In writing
0 Verbally
0 Tacit (for example, indicated by completion and return of survey)
0 Other
21.
Please provide details of the method indicated, including when consent will be given and
any special arrangements to facilitate this, and explain why this method is the most appropriate and
ethical.
For verbal consent, please specify how this will be recorded.
The chosen method provides participants with:
1.

Written information via PIS

2.

An opportunity to discuss the project with the participants.

3.
A written consent form that re-affirms the details and provides further opportunity to
discuss any questions or concerns at the start of the experiment.
4.

Debriefing regarding the project

The researcher believes that the above method fulfils the ethical requirements of the study.
22.
Please provide copies of all documents and scripts used in this process (upload through
the documents tab).

23.
How will you address any issues with communication for participants who are not English
speaking?
All the participants will be English speaking.
24.
Pre-existing relationships can compromise the voluntary nature of participation. Is there
an existing relationship between the participants and the researchers and/or funding body?
Examples of dependent relationships include teacher/student, doctor/patient, employer/employee,
service provider/service recipient.
Yes 0 No1
If Yes:
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Please provide details of any dependent relationship/s and specify what steps will be taken to
ensure that participants feel free to participate or refuse to participate in the research without
prejudice or disadvantage.
25.
What arrangements have been made regarding the participants’ freedom to discontinue
participation? Please explain what participants will need to do.

Potential participants will be asked to participate upon their own free will. There will be no
coercion to participate. Participants will be provided with the PIS and consent form and may ask
any questions relating to their written consent to participate. In addition, all participants will have
the right to withdraw from the study, and withdraw all their data, prior to the data analysis stage.
26.
no

Could there be any adverse effects on participants if they withdraw their consent?

27.
Will participants be able to withdraw data concerning themselves if they withdraw their
consent?
Participants are free to withdraw from the study to the point of data analysis and they will not be
adversely affected if they choose to withdraw. The audio recorded data can be deleted for those
participants who have withdrawn from the study at the middle of conducting the study. Once
interviews are done, every participant will receive a pseudonym/ID that enables them to withdraw
their data before the data is analysed. In order to prevent the audio files to be identified, the
researcher will not use participants’ names all through the interviews.
28.
Does the project involve withholding relevant information or specific treatments from
some or all participants, or deceiving them about some aspect of the research?
Yes 0 No1
If Yes:
a)
What is the justification for this withholding or deception?
b)
What steps will be taken to respect the participants’ interest in having full information
about their participation? For example, will there be some form of debriefing, and if so what will
this consist of and when and where will it take place?

29.
Will participants be offered any form of recompense, reward or benefit (monetary or
otherwise) for participation in the research? If so, please detail and provide a justification for the
payment, reward or benefit.
Participants are required to invest some time and energy in this study (e.g., interviews,
experiments, watching movies). Hence, they need to be compensated accordingly. Given the time
and energy they put into this, incentives equal to 20 dollars will be given to each of them. Every
participant will have two interviews and 20 dollars will be the reward for each of these two
interviews. If participants decide to do the trailer/collage part, they will receive a 10-dollar bonus
as well.
Confidentiality and Privacy (with consent)
30.
How will the privacy of individual subjects be protected when recording, analysing and
storing the data?
The data will be collected, stored, and analysed in a safe place and in the listed researchers’
password protected computers.
31.
Will information collected from data or interview be published or reported?
Yes 1 No0
If Yes:
a)
What form will this take? Please note all uses of data must be explicitly consented to.
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Publications in peer reviewed journals, relevant academic conferences, and the PhD thesis. The
consent procedures explicitly mention the publication intentions.
32.
Will any part of the research activities be placed on a visual or audio recording (e.g.
digital audio/visual recordings or photographs)?
Yes 1 No0
If Yes:
a)
What will the recording be used for?
The recordings will be used to generate transcripts for data analysis. Video and audio files will be
stored on the researchers’ password protected computers and on a USB stick. The USB stick will
be locked in the storage cabinet of the CI.
b)
Who will see/hear the recording?
Only the listed investigators in this HREC application.

33.
Will participants have the opportunity to review transcripts and/or any images used in
publications/presentations? If so, please provide details.
Yes. Participants have the opportunity to review their transcripts if they like. They just need to send
an email to the researcher and indicate their tendency to review their transcripts and the researcher
will be happy to do that.
.

Confidentiality and Privacy (without consent)
34.
Who will be providing the information? Please specify:
•
Which organisations/bodies you are collecting the information from. Please specify each
organisation and each site;
•
If known, the individual custodian of this information; and
•
Whether or not any members of the research team generally have access to the
information.
Please include copies of any correspondence regarding permission to access this information from
a responsible officer of the agency.

35.
Will the data provided to the researchers be identifiable, re-identifiable, or de-identified?
Please specify the format in which the data will be provided.

36.
a)

If the data is being de-identified please specify:
How the information will be de-identified. Please provide details.

b)
Who will be de-identifying the information. If extraction of data is by a student in a
clinical setting, state who will supervise the process.

c)

Whether this is a person who would normally have access to the information.

Monitoring
37.
What arrangements will be in place to monitor the conduct and progress of the research?
Investigators have a usual meeting schedule in order to talk about the conduct and progress of the
research. In case there is any issue, it will be addressed and resolved as soon as it is noted.
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Finance & Conflict of Interest
38.
Is there any conflict of interest for this study (i.e. financial or other relationship)? If so,
please provide details.
No
39.
Have there been, or will there be, any costs for the project that will require financial
support or the provision of goods or services?
No
40.
What are the costs? Please provide details or attach a study budget.
The researcher will use his cell phone in order to record the interviews. All interviews will be held
in the university facilities which are free to use. The only cost of the research is the incentives
participants should receive at the end of their interviews. 1000 dollars will be required to
compensate 20 participants (500 dollars for the first stage of the study and 500 dollars for the
second stage).
41.
Will the research receive any funding, sponsorship or in-kind support? (e.g. NHMRC
funding or through provision of equipment, a drug, surgical or a therapeutic device)?
Yes 1 No0
If Yes:
a)
Please provide the name of the sponsor/funding organisation/scheme and the amount or
nature of the contribution from each source.
The cost will be covered from the PhD student fund of the researcher.
b)
Is there any affiliation/association or financial interest between the researcher/s associated
with this research and the sponsor/funding body? If yes, please specify.
No
c)
Are there any conditions placed on this research by the funding body? For example, are
there any restrictions on publication? Provide details, including relevant sections of
contracts/funding agreements.
No
Insurance & Indemnity
42.
Does the project involve a therapeutic intervention, physiological trial, the use of drugs, or
a surgical device? Examples include physical stress tests, trials of nutritional supplements,
psychological interventions.
Yes 0 No1
If Yes:
UOW researchers will need to check that the insurance arrangements are adequate. Please see the
policy guidelines on Clinical Trials Protection
https://intranet.uow.edu.au/finance/insurance/policysummaries/UOW016201.html
External applicants, please provide evidence that appropriate indemnity and compensation
arrangements are in place to ensure adequate compensation to participants for any injury suffered
as a result of participation in the trial (indemnification forms). If the research is being undertaken
in a private practice/hospital please provide evidence of adequate and appropriate insurance
coverage. Professional insurance must specifically cover research as well as practice.
Data Security
43.
Who will own the data?
The University of Wollongong
44.
Data (including questionnaires, surveys, computer data, audio/visual digital recordings,
transcripts and specimens) must be securely stored at all times. Information on data storage and
retention requirements can be found at the following link:
http://www.records.nsw.gov.au/recordkeeping/resources/for-universities
Please detail arrangements for secure storage and transfer of the data during the project. Please
specify:
•
all locations where the data will be held and analysed during the study. For digital storage
the location of the server should be included;
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•
•

who will have access to it; and
what security measures are in place (e.g. encryption of data).

All the data received by the listed investigators will be stored on the investigators’ password
protected computers. All hard/physical files will be stored securely in locked cabinets of the
investigators’ on-campus offices. All the data will be anonymized within 24 hours after the
interviews are conducted.
45.

What security arrangements are in place for the data on completion of the project?

All the interview data will be anonymized within 24 hours after the interviews are conducted. All
the computers that investigators use are password protected.
46.
Will any of the data be retained for ongoing use (e.g. databank, archive, tissue bank)? If
so, please provide details. Explicit consent must be obtained for this.
No
47.
How long will the data be stored? If it is not being stored, please provide an ethical
justification for this.
•
The minimum storage period for university research is 5 years after the project is
completed.
•
If there are potential long-term effects data should be stored for 20 years.
•
For projects of major national significance the data is required as State archives. See
https://www.records.nsw.gov.au/recordkeeping/education%3A-higher-and-further-educationrecords
5 years
48.
How will the data be securely disposed of?
The digital data will be permanently deleted from the hard drives. All the soft copies will be
shredded.

Note: To attach this template to your submission, please complete the following steps:
Edit the template as required
Save the document to your desktop/computer (File/Save As)
Return to the coversheet
Select the Documents tab and upload the document
(<Add>, select the required file, <Upload>)
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